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This curricuﬁm guide is designed t assist teachers, Grades 9 tl;rpugh 12, in developing a_coutse of
_nstruction that will change student perceptians of 20th century art and architecturg. Course content will
focus on thecharacteristics and trends inart and architecture of this period with consideration for derivative
sO(I’rcesw r potential future directions. ’ . e ' ‘

'
-

This ‘guide provides one means of orgamizing. the content and activities of an art hlﬁ\tory course. ‘Other
means, better suited to particular clgss groupings, are encouraged provided they aéco’ug\t forth'e)irffering

_learning modes of students. The activities suggested allow for student differences 'any &re intended to

asse§9ihg student interests and developing new activities designed to meet the goals and ‘objectives of the
course. The Art Concepts and Activ ities’Bank will serve asa aluable resource for adc}jtiqx'\ql;activitiés and

.topics for discussion. o ) o ‘. !
L] ‘ ' . . R . "y P .
The suggested course is divided into t.hree barts: . - ) RS :
, : v .
~% 1. Chronological overview: . S w
~ 2. Comparative analysis of art and architecture, movements, styles, aid techniques . .o
' 3. Independent student research and study - o .

Y

. - _ o : .

* This guide may effectively serve as the bass for a mini-cog}sg. a one-semester course, or a whole year’s
work_ [t will also sérve as a resource for th,e_déyelopxhem of instructignal objectiyeSpertaining to art history
which are ingluded in most studio art courses. It is recommgaded that prelifnina_ry planning for an art
history umt provide a variety of resource materials including slides and reéproductions,reference bobks, art
and architecture periodicals, and a textbook. | - ; . e

¢ >

»

GOALS - R o .

A major obje'ctne of this course deals with the déyelop[nent of student ability to recognize, eomp;;re, and
analyze style, form, and expressive content as a means of'det aioping_a greater insfght fgjp the pufposes and
L~ n}‘eanings of art and arhitecture of the 20th century. Activitie$ are designed to providea broad ovetview of
these art forms while allowing for indepth $tudies of individual artists and architects. This course should
provide a co ,’prehensne view.of the ubject and help.the student formulate some basic concepts and
.understandings which will increase his, her appreciation of art and architectugé. A continuing study of the
field wilk stimulate’a gredter awareness of otir need to change the environment and make visual statements

-
. ‘o

The major goals of a course in Tyentieth Cén‘t‘ur - Art and Architecture/are to demonstrate an awareness of
the significant movements in the 2xt and architecture'of the 20th cgntufy: to study ‘the relationships of 20th

century art and architecture to the social, economic, and cultural neefls'of society: to develop an increasing
sensitivity to creative and aesthetic values within ohe’s environment. and to recognize the need for citizen

concern for environmental plafning. T .- L. . .
Q ) - . N -
i i ‘ v - .

hd

. NOTE: The. teacher may find in the Respufces seg,tic')n-of each unit, and in the géheral Bibliography, the
titles of books no langer included 1n Buuks in Print. They are nexe(tﬁe!e§s listed because they are considered

* outstanding“refereftces,.and some. teachers may still’have access to them. : .
i j . . e - \I ’ - . _
» - > ¢ «
4 . . - . '
y . , . . B " hd
¢ * . e . . - - ~
" o e O o L ¢
~ . é\_: M : r'a - r ’ "
N v . e v Tk, - S . »
\ » ’ " R ) \ . « . R ot
L / . : vii . . . ..
o . o ’ b . . Pl 0
ERIC* - . . L o
K . . - . . D . % ) -0 .

R A 1 7ex: Providd by ERIC

) [/ . - - . -
provide a varied approach to the content. Teachers are encouraged to be engaged in a continuous process of

] .
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L, __ INTRODUCTION /= . £
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. - o Y - -‘ . .
: ‘ N . L . ; OVERVIEW( . L e \
- course in twentieth century ttrt and archltccture may be offered to any hlgh school studentin Grades 9, 10;
' 15 and\ 12 as an elective for one*semester or one year. Students may earn one- half or ong full elective credit
* which may be applied toward graduatlon requlrements :
s . A Y
The instructional objectives tdenufled for.the cpurse Th enue{h Century Art and Are hzteclure are llsted in

» o identify selected examples ‘of 20th cent
thovements they represent
: e describe a favorite work of thls centyry int
) ' expressive qualmes its composntlonal structyre; and its derivative sources
e compare selected works of art and agehitecturein terms of the artist’s and architeot’s treatment ofform
and space .
e name sevéral artists and or archrtects who are rep esentative/of the major moyements durlng the 20th
century . . .
identify several majo
describe the conceptualjand lntuttne modes of inves lgatlon commonly employed by artists '

describe the functions ¢f art and archgecture museuriis and galleries -~ ¢ - ~
identify, the media an brocesses employed in slgnrflcant works of art

name an art or archifecture historian, d critic, or a museum dlrector who isan acknowlcdg,ed authorlty
on 20th century art\pr architecture '
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, e name an authoritativabook pasthe subject of 20th century art or archltecture co ’ &
' . discuSS'Ihe effecti\e use atertal(s commonly employed in contemporary archltecture ‘ .
“In addltron the students wnll have acqulredﬂme foundation for belng able to: - K \

.
A ’ .

° demonstrate an appreclatroh of contemporary art and archltecture by voluntarlly wsmng drsplays of
contemporary work; collectl,ng reproductions of 20th century art and plctures of 20th century

. architecture; or readmg a book on the subject . s
,® identify well-conceived plans for urban and interurban changgthat speak 0 the need for concerned
S . public interest in environmental planning ‘ AN
" " e discuss the mﬂuences associated with several 20th Century mo‘Vements in art or archltecture
" s N [y -

- These objectives for ifstruction are related to that MCPS ghal of education, which provides for:

}‘ v ¢ ., [ .
. “The development of some of the basic disciplines and skllls in the .. . creative arts to be-used
- throughout [the 5tudent 5] llfé for communication, expression, and enjoyment cos
’ Ld [ ] l

Thls guide will pro;v;de further support to the goals for aesthetic expressnon by helping each studem galn "

)

a knowle? e of the nature of the creative . artsc T - :

[ ]

. - .t . /
] experlence w})h a wide varlety of art forms - . '
* 2 perspectlve for developlng his/her own aesthetldcrlterla. and tastes - -
.. understandmg of the contnbutlon of the'arts to human communlcatlon
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A ratlon‘ale for the coment and mstructlona'l actiwties presented in th|s gui’de are expressed in ’he foikowmg

- pomt of View from the -Program of Studzes . s : Lo

- . LR .
& ~ /.\ . - A

The art'education process provides the student with the opportunity tadevelop aest‘.hetlc awareness critical
thought, and.cultyral understanding through sensory exploration of the natural and créatéd environments.
The student will use these sensory-experiences, ‘enfianced by feellngs imaginaflon, creativity, and art

technlques, to formt e basis for art acgivities. . . . , )

\
]

Aesthetic[awareness crﬁcil) thought, and\‘c;ultural understandmNiare equal imrgortance
production in the art education process The student develops an appreciation of art through c

“Wworks of art, the student’ soWn artform, peer art;and masterworks of art. Through comparison t
Iéarns#o make critlcaljudgments ahout the quality of works of art encountered. Through the aware
differing perlods and styles in art, the student. develops a sense of: history and becomes Mvare

-~

.individual’s plaee i in‘time and in society. <, L .
. . . . . . ',;.:.“‘ P : C ‘ /

" Art education permifs the student to experiment wrth art media and pr:ow ides a
study. Through such experimentation and study, thestudént become etter able to tr
experiences ‘into a symbolic, *visual language as well as to inter { that language in aest
becomes both a source of self-realization and a way ofcomm‘unlcatlng with others. By ggging 1n the art
process, the student develops the skills and techniques needed to make a visual statement. [n additian, the
student learis to interpretLhe meaning of art work created by others and engages in problem-solving and
divergent and creative thinking threugh participating in open-ended ar}RI'OJCCIS *"Within the framework
“ofart eduéation the student explores the elements of art and prmcrples ofdesig,n, using these elements with
*more complexity as he/she advances’in the art program. ., r .

-t e - T, N

ety of art forms for .»
te remembered
tic termst Art

The learning and production tasks in the art program are de\elopmental thus, the art progran K- 12 cowers
many of the same art concepts at different levels of complexity — varying according to media, motivation,
' and sophistication of.the student’s knowledge Vocabulary building begins in kindergarten and increasesin
scope and compleRity until the student is able to make meanlngful statements, about art. \ .
. b ¢ . . . I

The art program enables the student at the elemen‘tary levelto becomé aware of art career possibilities and

_ .presents more specrﬁc careet information at the secondary level.-Even those students who will not pursue art

« asa vocatlork‘rply well enJoy it as an avocatlona] interest. J " . .o d

The art education process will enrich the lives of most students by expanding their aesthetic awareness, _

understanding, and appreciation of art. As they become increasingly. more discriminating viewers and
consumers of art, aesthetic Qvareness will reveal |tself in the decisions they make about their visual
envrronment . oot .

. »

. . Y ® Ve ' .
. * ¢ . -
- - . . v 7

T %@, 9 W PNIESIEG

__/\

=
I*-_-.

v - - -

o. )
- '_ < ‘ . £l i
, (€] . .
ERIC - " S
: 4 ' . , . . .




A - '4 .
\ A .
R AN . . .
. . \\ . ‘ %
b . L. . . . . . {

L ; PART ONE: CHRONOLOGICAL OVERVIEW * =

. O ' ) ’
SN l.‘-lNTRODUCTlON R . hs . "

. . A thematic or concept-centered app Yoach to presenting a chronologncal:un £y ofart and archltecture 1
A suggested. A comprehensive previeyv of 20th century ‘art and architecture based on a single theme Or

_» concept and limited to several class sessions, ahould be followed bYOther comprehenme overviewsat
intervals througheut the course. BN : .

. R - - 2 .
- - . N -
. . - 3
A .

. The topics, concepts and questléns listed below “under Content ma’) be consndered.m developing cach
. chronological overview. Other, topids can 'be developed as the need arises or as prompted from
Ax cl;lSsroom discussion, Although somelqugstions and, topics may not lead to simply-stated conclusions,’

their use is mtended to Stlmulate stidint 1nPe{ist provoke dlscusslon and, at the same time, present
e ‘1mportant mformatnon ‘ . e ’

B . ! . . T . .
»

P

. IL. OBJECTIVES I B e N ‘

e R N 3 ‘

.
1

At the end of thns umt of study the st demt, should be able to: -

_® usean appropnate vocabulary in‘'discussing art and archltccture -
name some of the major artists dnd architects ofethe 20th century
describe some ofthe origin$ and 11 ﬂuences of the majoﬁﬁoxements of 20th centur) art and

=
. e discuss some aspects of art and archxtecture in terms of sacial and political |.nfluerree
. R § E] . ¢
A - . b P N .
II. CONTENT ~ . =N S
Chraonglogy . . . L .- s . B
| < . . R . ‘“ oo ' - . ' \ )
1 One method*for developihg a broad concept of the evolution of 20th century art and architectureisto
produce timelines or flow charts of/éignifticpnt names and events. Two kindseof charts are suggested. +'
Bulletin board pictorial timeline \ \ .‘ . . _
: ' S :
’ . Teacher and students collect repriductlons from magazines and other sources.
" 5 ‘ , As overview develops, new picturei ‘4 nd information are added. ¥

' Chart should inélude major moxements““ké) artists and archltects, dates, and significant
. historical clrcumstances or events. t . . :

\ | -
y

Students keep a per‘sonal timeline“chart, \entenng the fames ofartlsts architects, and mov ements

/ .. they are familiar with. . < \ ' - -
. ) ' ' i 3 . ) : -
" i Use reproductions or sketch\es-wheré ﬁossib‘le, . o .
’ ~. C . e L ) ) -
Include information s?mnlar to that o‘n the bulletin board. " - P L
v . ,\ \ — - . P4
, The following is a beginning list of potential dlscussnon tOplcs questlons and concepts that maybe
. developed into units of stydy: - , ‘\‘& g . .
. e '\ . . . )
‘ The 20th centur) artist’s conc _rn for fol'm, space and tlme has prompted a t-ransmon inmedia .
o . * -~

.l -




t

Most 20th century art cin be categorized in relatian to the éxperience of the outside world or to
the. experlence of the ir ne{ world. (See sample unit.) !

| ~ . A
. L
ponsy Bad ’ - hd

One can view art as a eactlon to the commercnal culture (See'sample unit. )y .

< 7 - . .
3

Contemporary ar{,'like the art of the past, is 'p'roduced with the processes, tools, and materials
available and reflects 4 major characteristic. of a culture. (See sample units.)

Twentieth century arclfitecture evolves through periods.of emphasis on decoratlon 'form and
symbol. (See sample unit.)

How do artists ‘interpfet what they see, think, or feel?
Why does the appeargnce of art change over decades ol .time? .
‘ '. . A o " . ) .
* The 20th century mayjbe viewed as a period whep abstraction in art became, for the first time,a
conscious effort. A ) . v
’ ) ‘\n -~ | J . ) v ” ‘ -
How is an importantfartist or architect distinguisied from others less important in their field”
| o . ) i
"Artists usually refleqt-the cultural milieu within which they operate. .

Artists often react tp social or political forces.
R ‘ I - e >

. - e ) [ N v ¥
Some specific piecef of art and architecturé have special importance in theevolution of style in

art. ‘ : -
A \ 1 . .

_The role of the arclfitect has grown from afb ilder of living and worknwp&ces toa vmonary of

envnronmem and ' prdtector of world ecology. N )
¢ L 4
] -
Fme art oft/én af cts design changes in, other areas; e€.g., mdustry, E'rafts, advemsmg, and

we
i .
iJ ot . hd .
s 7 4
.
!

After World Wa 11, t‘he/cemer of avant garde art shlfted from Europe to the Umted States.
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~ Assemblc s foldef ot Lllppmp skuuhu»\ and smufnms that illustrate the usc oflhru &xmen wnal media” |

Se e L ;AMPLE UP%TS : 1 .
o X . , Cob;
CONCEPT: Fhe concern uf 20th century a:nsuﬁ;rfurnz spaw andnme has prumpredarrammun n
) . _medta which parallels ifie media transition of the ltahan Renatssaﬁce !
. 4 -
OBJECTIVE: ldenuf} and compare the lmdl.a used and the reasons for their s}nfu gemphasis during .

the ltalldd Renaissance and lhc 20th century.

L] T ’\‘\
> .

SUGGESTIONS'FOR INSTRUCTION.
Review the major_Westerh ar( forms prior to the Renaissance. . ' .

concesn for lingar pcrspeume was futile for suulplorsabul prcscnted aworld of L,hd”t.nz,t,b t
result painting dommz}ted the work of this period. ' .

s ' <
'/ - - N

Read Mondrian's New Form .md study his pamtings. He was the first drtist to realize tle limitations ot
pamting in dealing with form and space and. therefore, limited his compositions to reRulidear shapes and
pnmarv color with a concern for Lqumbnum Did Mondrian have any concern for linedr petspective”

- - Ne s ) - .
Review and discuss u.omn'mf)or.m media that are used to explore form, spau .md time relagionships such
as television, kinetic art'forms. sound and Light sculpture, environments. and "hippenines * Note the
lncredsmb numbery of art \\orks in these mgdia,

today.,

' [} . Voo

. o
View and discuss the film Twenticth Centurv Art: A Break with Tradition. v
.. - : ’ H o .
ASSESSMENT MEASURES: . e -
- . ) it
= ldertify,art media’ of the hahan Renaissance and the 20th century. | e, - T
. State reasons for the shift in media emphasis during these two periods. ]
: RO TR s - - A g
-~ RESOURCES: . : L : '
" . . ‘ . \
"Feldman, Edmund. }arietes of Visual Experience: Art as Image artdl Idea. A
v, . . - Y B v : s
Gabo. Naum. ‘Of Divers Art. . .t ; '

. « - . . ¢
Mond_rum.-PLet. New Form, Documents of Modern Arz. ’ , _
Twehrie!h‘ Century Art: A Break with Tradition, MCPS Film #0031 \ . N - .

- B . . - o . 1_ . .
‘"‘X , . . L ' . . . . )
PR()GRAM OF.STGDIES CORRELAIJON: . e ™
— ° \ L " St N
Com pare seleuted *\orks ofatrt and architecture’in terms ofthe artist s.md archlteu s treatment ol formand
. -
_space.. ‘ - . ; »
, - ) K » ] ] . - .\ , ~ ;
- T > . s g
. - o
. . . . |
-~ _ ‘4 i
) - o - 7« - . 4
[ N y ~
, 1i '
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SUGqESTlONS FOR INSTRUSTION b =

-

‘e,
RES
o

_ OBJECTIVE:

-Most 20th’ cemur yart canbe cat,eguru’ed in [elauun o the e xperrem eof the vutside w urld .
or to the experience of the mner»guorld _ .
N —— e

.

e

v

“

Art portrays either the reality of nature (things as th ey apﬁ'ea,r toexistjor the reality uf the
artist (thmgs created by the artist reﬂ‘gcungdhe mfluence of h:s/ her mind.) T} hese two .
realmes gre represented in 20th century art by? Surreahsm and Construcuwsm

=,

3

. &

‘

Contrast Surreslism and Constructn ism’and identify signifi_cant artistb, their sources of

motlvathn, and some currem artists whose, Work reflects an’ mﬂuence by either-
-t - ..

OVCanI
N\

'

v

.
o

P

. >
Q

Read the flrsx 24 pages of Encoumer with Arl by Hastle and Schmldt Discuss the two categorles of "Oth

-

~

o

. century art as represented In some reprodwcuons

9 .

.

&

.

Dmde atack bqard hornzontally vmh two dlfferenf colors ofwrappm,g paper. Each-student clips an object
(or portlon of one) from a magazme photo. Takmg turns, eath student clips aa item to the board: The
resulting Surrealist composition is viewed througha hand-held frame, then analyzed for meamng and given

a titlé. Discuss the works of De Chiricos Ernst Tanguy,-and D'ah

[yvelop ekother group compositidn on_ the tack board addmg reaI ﬂat objects or materials to, the

l

~

4

iy

-

composition. Discuss the collages of Braque Plcassb,_ Ernst, and Schwitters. Reyiew the.Surrealist *
. ' manifestos of Breton written_in 1924 and I929

4

s

.

c.

.

The Iaws of chance can\pronde the artrst mfha visual order completely mdependent ofexther lmltdﬁlmof
nature or the limtation and bias of his, her own invention, Assign numbers 0 through 9 to a set of cdlors.
Umng the phone book awa source of number cpmbmdtlons. colorin the squares ona sheet ofgraph paper,

working in a systematic way ac}oss the pdpér W ould you ag,socmte this exercise with Surrealisnt or wuh
Constructivism?

‘A.SSES'SMENT-' MEASURE! -

Dcscrlbe Surreallsm and Construcm ism and ¢jt
reflécted in today’s a.

RESOURCES:

- !

»

~—

\

’\

12

.

.

~

.a
3

-

"

Y
o "\ ~
le vru-
i"‘ T
1
¢
¢ .
:.

Barr, Jr.. AlfredﬂH (ed.). Fantastic Ar! Dada Surrealism,
Hastie, Reid. and Schmidt, Christian.” Encounter with Art..

Jean, Marcel, and Mezei, Arpad.- The HlstorLQfSufreal

Richter, Hans. ‘Dada: Art and Atui-art.

- Rickey. George. Constructivism: Origins and EV
\ . :

A

-

2

¢

[ 4

"

Ll

‘

L]

KROGRAM OF'STUDIES CQR‘RELATI(DN.

o
A

DISCUSS the mﬂuences assocnated with soxeral "0 h

RIC

[y
s 7.

eentur)

-

S

SO}

s

l:‘dimihg.s,. e
Q)Tu'oh. . .

\
A

moxgments iri ah‘ or archhecture. .

several early examplés of eath movement that are

\

/

9

‘.

t




'

»

.

kS
[

. \\i‘r

ERIC

Aruitoxt provided by Eic:

bUGGESTlONS EOR INSTRUCTION ' ' g

N .

Art is a reaction to the commercial cullure. The ’Oth century emphasis on technology,

mass produmon and a consumer-based economy led arrisis 1o question the banality of”

the commercial niwss niedia such. as billboard and aduertzsmg art. Commonplaw
(01mnerual\\"1suals> are utilized by artists in a yariety of ways lo create new rieanings.
- ] KN - ¥
uDemonstratc an understanding of the use of commercial graphlcs n pop art by stating
why artists used spetific items. Discuss environments created by pop artistsin terms of
emotional impact and satirical statement. Examine elements in the (commercialysylture

whieh_led to pop aft statements. Define Pop Art, either verbally or graphically.

<

\ . . .

.The \\orl\s ofAndS"\h arhol, Roy Lichtenstemn, Tom Wessclmann James Rosenquist,and Claes'Oldenburg
are shown for,discusston. It is noted Ihdt the trend had its beginnings in collage Dadaisn, Surrealism, the
machine-age work of Leger. the “found” art of Duchamp, and the work of Jaspér Johns. Discuss the ase of
commercial symbpls, cartoons (comics), and blll{)oard art as a satirical comment, and examine the reasons

for the development of Pop Art. Questions mig

e. How_Has mass production affected-the food

mdustr\ ! How does media advertise it? Does thefautomobile play a part in this art? Is repetition of the

message necessary? Is at numbmg" Ho»\ .Does €0

3

rcial art dull the senses? Does it assault the newer

s
< Y

Each studcm -displays at Rast one well- known. easily recogmzed symbol (Green Giant. Wonder lircad
Holiday Ing, Campbell Seup Chevrolet, Trde, etc.). The classexamines the symbols and decides which are
« commonplace. Well-known television commercials and advertising slogans may be brought into the
discusston. Susset Strip billboardstand Las Vegas neon;signs are ciged as sources for the artist. (For a
description.of Las Vegas. see Tom Woll'y I\amlt [wlored Zéngeru{é Flake Streamline Bahy.) Students
may use s)mbols to mahke thcu own statemeénts. Repctmgn and c0|or channg as evidenced in Pop Art are

dlssusscd

[y « ) §: . ' o .
L c [
* v L) -

E -

Kienhols' and Wesselmanig's emy lronmental Wworks and the sculptures of Oldenburg ccntcr onamey cr)dd)
item or agpect of society which 1s avisual “clighe. Through the use of collage or mixed media, students may
express a socletal commonplace such as “The Drive-In,"2*Parking Lot,” “Last Rock Concert,” or “Soft

M otorcy cle.”

~N .
e “ RS R , ~
- ’ -

R I r' . . * i 2

A discussion of these studies and comparison of intentions furthers consrderatlon of the impact that
commercial elements and mdass media (brint, film, electronics) Kave op the culture. The artist may treat thc

K3
subject with irony or he she may indicate accéptance and an unqrmcal amtude : .

ASbFSSMENT MEAs‘bREs s : MR

-

. 1

.. " 3 e

\ 7 - KB

Defme Pop Art n your ;)vm terms, and express a judgmc;nt about its sngmﬁcancc m,toda) S culturc

0
-

Suggest postcr designs which could be rendered m a mranner that wodld indicate optimum use of Pop Art
techmques (silk screen multiples dcslgned as box labels litho movie posters, BenGay dots, and bafloon
comments). To what extent do these ideas signify an understand'l_ng of the significance of pop art”

J ERF N . s

RESQURCES:

“l’(ultc'rr;ia'hn Udo.

-

- * Il . : N .. ‘- .
e New Pamtmg ' - ' > .o .

<

Llppard,,Lucy R..(w cant .|but|ons‘b) Lawrcnce Alloway, Nzincy Marmer and Nlcholas Callas). Pap

© A S T ,
Weller.*Allen S} Art US Now Volumcs [ and II. s . Cy .
Wolf Tom. K@dl' Kolored Tangerme—l’ lake Streamline. Baby:. - o, o s

.. .’

l‘;r »

v
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PROGRAM OF STUDIES CORRELAT]ONS !
Identify selected examples of 20th century art and architec‘tUre in terms-of the&?h'aracterist_ics of the
movements they represent. - ’ ' S ’

Descnpe @ favorlte WOl’k of this century in terms of the effectiveness with which it utilizes materials; its

expressive qual;tles its COmposmonal structure; and its derivative sp;rces

.
Aruitoxt provided by Eic:

a'v- . B}
v

Discuss the mﬂuetxc‘e§:\assocnated wnh seyeral 201h century movements in art or archltecture
- mtg i . . .
V-;. © .’ .
* LY Y

CONCEPT: - Contemporary art, like the art of the pasl is produced with the processes, tools, dnd
. «  materials available and reflects the Ieghnologwalgcharacler ofa culture. (Example A)

’
[y

OBJECTIVE:; Recognlze the increasing variety and complexny of art processes as demonstrited in’
klnetlc art. . . .

SUGGESTIONS FOR INSTRUC l-ON: - - .

i-t . ‘ éﬁ. . P -ﬂ

.
-

., g

_Study and discuss the works of several kinetic artists under- each of fhe followmg categories.

.

s, 3 )
Motion pamung — st/a((c_,can\ ases employmg cinematic technlques of repé’atmg form in patterned
sequence © . P
. . // . . o N
Marcel Duéhamp — “Nude’ Descending the Stairs” . . *
Balla 2%“Racing Automobile™ - R S

Victo‘r Vasar,ely — Checkerboard series ‘ - . .

e . - o

"0 ucal phenomena — in which apparent, or actual miovement of the objeet or movemerit of the
server produces an intense sensation of change and moélon v ] .

¢
) 4 . Gt
. .

L

-Heinz Mack — mechanized moire patterns : . ' '

3 . . . T, { . ; ¢

_Bridget Riley — wavy parallel lines v

-~ L
Transformations*— in which rapid movément seems to dematerlahze an object, orin which mo\ement
of the ~object or of the observer can bring about a matked change in its appearance -

I3 . .
[l

- *
* Jdacov Agam — sawtoothed surfaces . . - . B
Jesus Soto — lined screens and suspended rods . . '

- B ~

Movable works — in which the observer is encouraged to alter oﬁriar‘range the pathing or sculpturer.:&

- - L3

= Charles .Huntington — “Boob Tube”. o
Yashide Kobashi — “Plumbob IV ..
Julio le' Parc — mechanisms involve spectator | oz .
Karl Gerstner - “Tangentlal Eccentrlc ) Toe ’

> '3
) «

-
Sculptures or paintings -- inwhich motorization wnh gears, cranks, and levers is employed to push and

pull, lift, and turn - ‘ AT . . . .

~ Bruno Munari —a‘Nme Spheres ip a ColuM ) O
- Jean Tinguely — self destructing series .

Pol Bury — machines with surrealistic movement,
Nicholas Schoffer — works react to intensity of hght and to sounds -

~ S ”‘i’. - * i

- ~ [
- . . - -

: ’-.‘._ ‘ x‘6 14 'k/‘ \.

.




Al

' o, . h - . y . '
Movement itself — using econamy of means and simplesmechanics
~ ’- L] 4 . .
Alexander Calder — mobiles = . '
Len Lye — rotating steel rods
. Jose de Rivera — rotating loops

- “Takis — ele,ctromagnetﬁc sculpture

-

»

-
.
-

Light pl‘av — a dependence upon movement of either the light source or the viewer

a

Gtin,ther Veci_(er — “Light Forest” . .o ' ’
Gianni Colombo — “Great Pulsating Surface” gg '
Rockne-Krebs — laser compositions i’

Mutwn ptcmres - in which techmques of, ammatxon and cinematography are utilized to produce
wmovmg images that are opt(cally projected ot \

Computer-made, flm - in whlch a special language and technique are used to pfogram congputer
graphics ) ‘ ‘ . . VAR
‘ o ~ . . T g,
2 '"l'3ell Telephone Comgpany |
Boemg Aircraft Company

Brooklyn Polytechnic __

" .o L IR
Read any text on the subject of kinetic'art.” - - ’:’4 -

- ’ . - ”

W"b-‘bf‘ _f\_,,x.,‘; T T T W '\vv"f "’\./;
W orkmg as a group. the class should develop a chronological ehart ofsxgmfx;ant Kinetic art forms. Refer to L

¢

the classification qf kmetlc art movements by Popper : . . -~ . ,,.}‘}r

. C g
- . . v
. L. g2

j ASSESSMENT MEASU.RE: 5t V

- . *

Usmg A collection of photographs o{ Kinetic art, rdentrfyﬂthe process employed in makmg each onc'or cite
the te’chnology requrred for its desrgn ' -

RESOURCES - ¢
Brett ”guy Kinetic Art. . :
Cartaher. Ronald C., and*Thurston, Jacquelme B, Opttcal lllusions and the ,uuaIAﬁts..W\
Halas, John, and Manvell, Roger, Art in Movement: New Directions in Animation.

Hastie; Reid, and Schmidt, Christian. Encoumer with Art.

“'Hulten, K.G. Ponf}ls The Mag'hme

Popper, Frank.- Ofigins and Development of Kmetzc Art.

Reichardt, Jasia. Cybernetics, . Art and Ideas,

"

PROGRAM OF STUDIES CORRELATIONS
9.

« Describe, a favorite work of this century in terms of the effecmeness with whlch lt utllrzes materlals its

expressrve qualities; its’ composmona.l structure; and its dgrlvatlve sources.

.
1 . ~ N .

Discuss the inﬂuerrces associéted with’ several ZOth century movements in art or architecture,

T~
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CONCEPT: | Conlemporary Grt, like the art of the past, is producad with the procegs, tools, and
/ , materrals avaxlable and reflects the technologzcal character of a culture. (Example B)

’OBJ!"ZC'TIVE: ldentlfy the varlety and scope of art processes and materlals as. demonstrated n th/eélnts

o and surfaces used in art of the 20th century. ) L

. . ° / A k',,,..,_ R ' ]
SUGGESTIONS FOR lNSTRUCTlON: e . /o

R P .’q‘} ) . s

N 1
Century arllSlS ) . ) Y e L. ‘I ; \\
.. g -~ N R . -

Read the short chapter on color in Constructzvzsm by Gé%rgelilckey - ' -

~

\

Look at the Works of Morris Louns l(enneth Noland, Gene Davis, Victor Vasarely, Hans Hoffman.
Compare the range of colors in these works with the’ color range in pamtmgs by Rembrandt Hals, da
. Vinci, Whlstler . , \

-. N »

4

Each student should cut samples ofcolor from magazmés (a limited time lsset for tl‘ns)“The class the,n-
cooperatively should: arrange all samples in order by value or spectrum.’

-~ 1 ? B

Identlf) the colors that do not appear la the representa,tne samples of Rembrandt, Hals orM’hlstler

and Louis, Davns‘ or Hoffman. ° - -

-Discufss the reasons for the increased range-of color used in contemporary art. -«

o . N v

. The study of color and color relatropshlps are areas of cOncelfiag%ion in the works of a large number of 20th
AT N . ]

'l'he wrder range of méterials available,to the 20th century.artist has introduced new surfaces and colors‘

stlmulatmg neW style§ View and discuss the fllm A‘rlfor Tomorrow ‘.L e

e - -

u d .

Look at the materlals comrdonl) employed in art worﬁs prionto this centur) woods bronh\ stone,

v

gold stlvgr stamed glass, tapestry fabrics, fresco plaster etc.s & o \_‘_‘_v_ .
Comparet o 7
¢ Epoxy re51n — Frank"G‘allo I / - oo
N Chromed metal — Ernst Trova ) -
' Stainless: steel — Davnd Smith, Harry Bertoria o
’ R tfsteelw— Anthony Caro . ¢ . - R e
* . Polyéster = Niki de Sdint-Phalle , e LT .
. Plexiglasg +~ John McCracken e e .
) Vinyl plastic — Jasper Johns; Claes Oldenberg . g
Draped fabric — Christo, Sam Gilliam - . o ..
Light surfaces — Don Flavin® = . : “ Y
- Painted sheet metal — Don Judd - <o T
Identify the means for forming and asscmbling vario’us'contemporary, materials. . e
1 |st the matenals that requn:e_spectaLfacdmes for safé forming and flmshmg : .
. ; * - " - e e ]
Compare IhlS type of _studio wrth the traditional concept of an artist's studio. . )
- ) ‘,.!, : ) . ~ :‘ )
T ‘i . — S t o o
\ *
4 « . M ‘ l
~ - >0 4 B
~. U~ 8” - .1.0 . - e
* 'ro \k’\ : ." N ’ s ' ~l




. ) . . A ‘.. .o N . “ , :‘ B .
- 'STUDIO ACTIVITIES: o T : .

N ’ . ‘ - ;
* W - o X f « - ) X
A \ M §

Select a reproductfon ofa pz;i'nting from an'y period. Duiplicate the major shapes and colory in the pmm;ng“
by pasting up paper or feaf colors. {Autumn leaves preserved with polymer are an excellent agg}ce ot color.)

. . B 4 ~ , * \ ’ g
to - Try to give a general impressiqn only as to climate, temperature, aroma. or sound-of the painting - not
minute details. - s LT ‘ ¢ =S ) ) LT
P . . ¢ . e . ’ ‘-”‘ ; ? :
LI . . .. . ] . . . y R .« o, . W . K
. . D6 two stripe paintings by pasting up strips of colored paper-or leayes. Seleat and paste the colors forome
painting entirely at random, tRo mot plan whicki color will be placed next to another:)<Do the second * -
painting more deliberately.- Select-and place vach strip careftilly. Compare the two results. . -
-, . . . “" i' ] ] , ! 'y . e
Do two stripe paintings. In each painting, us jhe same colors [h the same sequenge. The only difference will
Y7 be that one set of paper strips will be»t'érn; the other cut. Compare the results. N i <.
! [ . 1 i . . . . -
~ ’ ‘ $ y > * - " '. [
ASSESSMENT MEASURE: | *. | . . , .
. i - . \ [ !
Given a set of 20th century art repfo'ductio'ns, identify the maierials and processes 1n each. ~ .~ . "«
. =  RESOURCES: ' L : , : .- )
. ’ T T v - N
o AlBers. Josef. Inigraction of Cglor. o i < .
"+« Rickey. George. Constructivism: Origins and Evolution. ) ‘
Sloane, Patricia. Color: Basic ‘Principles and Ney Directions. ‘ s .
-Art for Tomorrow. MCPS Filin #5816 . ‘ . ¥
P ¢ . o . ' ' o “
-, PROGRAM OF STUDIES CORRELATIONS: * - ; !
., ) [ . A ‘ . ¢
— — - — . Describe g favorite work of this century. in terms of the effectiveness with which it utilizes mategalsats
expressive qualitics: its compositional structure; and its derivative sources. ..
A . o o N ¢ IR .
! ) ; T S . - . S '
=7 7. . Discuss the influences associatéd with sevéral™20th ¢entury mbvements in-art or architecture. \ )
) T ¥ N ) X ot ] . - e ’ ¢
. | ; .o . —_— ) T, ow . e \
B . & ' éé ’ s ' ° -
' F\ : N .
- ° ' v ' .
. . » . hd i >
. , | S . . 4 i ) . e v

1 A ¥
P - L] . . .o
. ‘ . “ o . N » (N . .
ERIC__ - ‘ N et
- ¢ -
——— - p) N . N . ¢
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Twentieth.century architecture evolves through periods of emphasis on decoration,orm

:
;
3 .

CONCEPT; ,
ot " and'symbg)l. l T . )
o} A ’ ot
,OBJECTlYLE: Identiff examples of 20th century 'archit)ecture that emphasize decoration, form, and’ T
. \,fi . symbol and, rtlate each style to a social or technological‘mﬂuence R T
SUGGESTlONS FOR ms*nkuc*noN K3 TR
b - . “
' Read chapters; 9 an/O in The J isual Dialogzte by Nathan Knobler. Discusses the three major functions of 3
\ architecture an(mdentify the basic structural systems and some basic stryctural forms. ‘Scan Arc’huecrure by :
Z orest Wilson . , . ., -
) . : ' v o
, Study the works of LGUIS Sullivan at the turn of the century. . : c
. i .\ . [ -
LY » ~ . -
L Defermine the characterfstics and sources of the beaux-arts style of ornament Sullivan used ’
. Review the developments in structyfal engineering that led.to, his use of non-loadbearing curtain walls
“Contrast the works of Sulllvan with those of Mies van der Rohe and Eero Saarinen. ' ) .
Cliaracterize the forms and materials'that each. architect identified with :
. - ¢ s
Relate the use of these forms in architecture to their coricurrent popularity in painting'and sculpture
. Study the commercial buildings and structures n the neighborhood Kentify those that incogporate
symbolic forms in their design — such as teepees, oriental motifs, etc. ldentify also thos€ structures that
_incorporatg- symbolism in’the form of letters or signs as an integral par{ of their design™ ~ - ‘ ¢
. .
Read the arucle “Ugly ls BeautifuL The ’Vlam Street School of ‘Architecture,” The Atlantic Month[i ,
— April 1973. R . R -
*e N T - e \ L o . N 4 \ o 1
& Describe the function of symbolism in archjfecture. o . : | 3 .
tf E = ” ~
4} .\ - . : . - &
ASSESSMENT MEASURES: .- .
_ Using 9 given set of architectural photos, categorize each in terms of emphasis on decoration form, and
symbol X ) '
¢ . . g
; . Ly e ) . .
. Describe th%eSoq!aﬂﬁor technologlcal reasons for changes in these three style categories. . "’
3 RESOURCES ‘ N ’ L
e Hamlin, Talbot.F. Forms' ahls( Functions of 20th Century Archifecture- N »
i Jencks, Charles, and Baird, George. Meaning in Architecture. - :
Knober, Nathan. The Visual Dialogue: An Introduction to the Apprecxanon of Art. - ,
Stern, Robert. New Directions in American Architetture. * . . - i .
.Venturl, Robert: xZ.earnmgfrom Las Vegas. ) ) .
Wilson, Forrest Archztecture A J?;Jok of Projects for Young Adults. -
$
° E PR v  m aapan i 3" - L. “\ .
o

' PROGRAM OF STUDIES CORRELATION

Compare-selected works of art and architecture mterms ofthe artist’s and architect s treatment of form and
. . / .

space.

*
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. 7 \-\ . ,.\' | ' \
. . * ) ’ n . - S - {4
" . PART TWO: COMPARATIVE ANALYSIS OF ART AND ARCHITECTURE
‘ MOVEMENTS STYLES, AND TECHNIQUES e
L INTRODUCTION . - - ' -

-
.

The interest and active involvemeng of each student may be em.ouraged through the discussiort of
mterestmg tdzu.s and the exploration of concepts examined through a study of numerous works of art

d architectlire, Thoughtfully designed questions can help students acquire insights that will increase
i knowledge of and appre\cnatlonjfor our art heritage. Students should be-encouraged to look at, to
analyz and to compare works of art so that informed judgments can be made. Some suggested topics

and activities are presented under Content ‘of thiis section, and several sample units have been developed
from IhlS list. (. N - e, i . -
“*I1. OBYECTIVES - o . . . ;7
) . § -
o At the end of this unit of study, the studert should be able to: . B .

’ . . .
® describe a favorite work of art or architecture in terms of the@fizcy('ér}ess with which it utilizes
materials; its expressive qualities, its compositional 'structure;“aae’its derivative sources
- N ) . ,"~ « g ’ & . ’
¢ _identify media and procesg employed in signiicant works of art and architecture

s o

, ® distinguish between the concePtual and intuitive modes of investigation commonly employed by

5 - . " '

, artists ) i o,
:q. . \‘v . : .
o tomp&re selected works of art and archtt?cture in terms of the artists” and architects’ treatment of .
form dnd space\ s - o
o‘”’name se\eral ar{mts@d architects who are representative of tfe major mdyements of the 20th
. .century, E e —t ’ oo
) * - : - . ‘
® 1dentify selected examples of °0th century arf and archltecture in terms of the chara;tenstms ofthe
movements$ they represeni ‘ oo ) ’ R L
- Y :
N . . '_' . ¢ ¥
II. CONTENT \ L
: . 4
Suggestea unit topics; | : . X

- -

-

In makmg works of art, the artist tries to mterrelate art elemenls often emphasmng a smgle
element (See sample unit.) ° . . iz

R

Abstract expressionismme represents the artist's attempt to frée subconscious .imagination by
intuitive reaction to his’her media, (See sample unit.) \

A]though Surrealism took two dlrecnons, the most evidént asgect of all Surreah.sm 1s the artist’s

depxctnon of a private world. (See. samgleumt) ' '
Dada, a term seleuted at random, identified an art movement that symbolically protested the
lrratlona! acts that fed to World War 1. (Sec sample umt ) T R

W “ .

chuentlal duelopment inartisan c)\\imple of the«conﬂlct between (Qéxes of cuntinuity dnd those
for chianfe. (See sample unit.) 23 . oo ¢
. : '. o 1'9 ‘ » N ( o *
't . ' - e 11 e . :

‘

.




L Contemporary art shapes our envlronment and affects our life styles. (See sample unit. )

.o "..The Amerlcan Depression of the 1930’s influenced Ame.ncan art by focusing attentiog on the
. . . American scene> (See, sample unrt ) . : - B
H . . - : {

‘9

-

k]

Tyventleth century art lS often produced in' series rather than as individual masterpleces (See”.
. sample unity) .~ . .
. ? P . . " *

. ‘ »'qs \ ' ‘ A . : . PR
. Film ‘ls pr1mar|ly a visual form of communication employed by the artist (director) as a means of

v

expression: (See ‘sample unity - . ’
. ' ~ 3 ’ L)
] "W¢ create pur environment makmg use of she natural ele s and our own technological and
P ~ aesthetlc knowledge. (See sample unit.) - . o ' N .
sy . ® , \, . - -
oL The mthegratlon ‘of forni and space in total unity was a pnmary factori in Cubtst artand arlchrtecture .
. A .{'o R R 4 » -
. ' 3
. Drstortlon is dehberately a part of expressionist art whrle some prrmrt;ve art is drstorted
° ’ .unmtentlonally ‘.’ \ - . ,\\ J" -
.o . ’ . S b
The artrst -sometimes limits the variables in his work in order to arrive at $olutions to formal
i problems dealing with spatial organization, color, line, and shape. iy
- - - : . : . - ¢
. 4. e . T - . ’ . -
An tntultlve artist must\establlsh a condltlc)n Wlthm which he/she ¢an work. /
.’ w3 %
Most art is nelther completely 1ntu|t1ve nor completely dellberate but rather acombination of these
a roaches . . . .
proaches. s T L * )
AEe Atf, that reacts to socral andrpolrtrcal factors is often crrtrcal ' !
\_ ) p . . . ‘
' oA T ¢
oy that is subordinated to political or moral ends ofteq subordinates the lmportance of creative
T solutrons in favor of mass acceptance, and 7understandmg , HES ‘ .
v . .'z; e Y ) - ‘-t' - .
. Can d painter Create a relrgrous pa1nt1ng‘7 Are all relrglous pamtmgs art? -
- The idea of psychic automation has played a significant role in t-he development of 20th century art.
- - i v /r ‘- -
L . ) . e : ‘ Lo L . qe -~ v '
- The artist’s and architect’s integrity in the use of materials determires the validity of the work asﬁ_rt.
o o .
. ,3‘ __ American art of‘the thirties is based on realrsm and recognizaBle subject matter because its sockal
Cd \j‘ message was important. i Ly =8 [ -
L Twentreth century art, whrle born from symbolrsm and. regresentatron is based on thereality of t}e .
- ’ R IS o al’t .form R * , - . .?:._ .
. . Varying levels of realism recur throughout the history of art. | Coee A T
< *  Cubist painting was influenced by African, Iberian, and primitive art.-, * . - ) .
N N . . . * ¢/ _ . . ) Y
The use of ready-made materials in art today stems from Cubist and Dada experiments. -
. Style in art and archltecture ¢an be analyzed in terms of the art|st s use of line, form, light, color,
, texture ang space. ’ . . ) -
e <, e /B l ’ A . L, W
", ¢ oL,
y . 12 20 A

EI{[C | L ";B ) p:t'\‘ .',.. .. . ‘ .: . \ ':" ) <,

1
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Pam‘lmgs sculpu\ires énd prmts can be more completel) understood by ny eatlgatmgthe folg'mg
' aspects. ..

Related historical events
Supject or theme :
Téchnique employed |~ -
Use of elements (See sample umt )
Composition
Spatial treatment *.

Expressive meaning

P ¢

»

SAMPLE UNITS -

-

.
" CONCEPT:  “In making works of art, the artist tries to nferrelate art elemenu uflen emphas:*mg a

. color. and textyre. Using .slides afid reproductions, the teacher rcmfon.es these concepts, St dents_

- ER[!

single element. . o *

.« -
“ . - .

OBJ'EC_TIVE:}: Identify the elements ofartmd\anet} of work$;and compare the \wa)sthat sueralartls(
' have developed'an element in their work. v - w

' - »
v . - ¢ 4
~ . - 4 7
.

SUGGESTIONS FOR lNSTRUCTION': : . - SR ~ .
. L ‘ TS L g '

z ..
e "7

‘Read the mtroductnon to Gardners Art Fhrough he Agés by de la Croxx and Tansey, or Chapter 8, Art as
Image and Hdea, by Edmund Feldman. Dm.uss\unius artists’ use of the-basic elements ofhrkc;shapc form,

determine. in cach example, the main quality emphasized bzthe artist through his. heY use of these elenjents,
Study e\amples of arﬁ‘from thc earl\ periods of different cultures and contrast these with 20th cgntury
artists. = - \ . E . -~
S I -
! - [} . &
Teacher and studénts analyze the works of "Oth centur) artxsts and archit®es | in terms of their use.of art

elements. e . . s
soa T . Yo ce T -

-.‘_ -

“

Compare the use of colGr in a Raphaef a Matlsse and a thhko
“Comp(tre the hﬁes of Horta s and of anht s buﬂdmgs of the early 20th century .

7 e

Compare the treatment of form in the various phases of de\elopment in Cubist paintings.
4 : . baey .
Explore the varlety of textures avall»able to the artisg and archltecl : -

Compare the textures in paintings by, Pollock and Stella and in bunldmgs by Corbusner dnd van der
" Rohe. What effect do these textures create? ™ el e oA

Compare reprodu,ctxons ‘of Pollock caﬁ\ases with a sample .of paint on gagvas done in a similar style,
p C ] p Y

. [eY. A - - -

‘Compate the treatment of,form by Seurat and Picasso, Moore, and Calder, or Fuller and Soleri.
. . ”~ v ) ® . . R , 3.

s

Compile a folio of reproductidns or materials that illustraté various Uises*d the art elements.« - -
R . d .. 7. .

~
.- -
v,

ASSESSMENT MEASURES: e

-

In a given set of reﬁ’roduciions, identify various uses of the elements.

I3

-

Prepare collections of reproductiens categorizing various uses of the cletents of art—~

’

- \ . £ - FA ! .. -
Compdre and analyze the xﬁemnt ways-that several artists use an clement in their works.

RN A v 7ext Provided by ERIC

&




RESGURCES

‘g de la.Croix, H., and Tansey, R. Gardners Art Through the Ages® (6th edmon) ) y? -
Feldman. Edmund Burke.. Art as 7mag1 and Idea . . - _
N ‘ B T
- ‘PROGRAM ‘OF STUDIES CORRE%ATIOD,{ ' L ' . '

. ' c
Comparéselected works of artand archltecture in terms ofthe artlst s and architget’s freatment of'form and ﬁ .

¢ o S ﬂ -

. Space. ' . : . e .
’ . . ~ ' . . . : . M ‘.." * [, ‘

- . v <

. P .
' CONCEPT: Abstract Expressionism represems the arusts attempt to free hls/ her subconsaous

imagination,by mtumve reaagion to the chosen medium. < . . -
& . ' o . ]
' 4 . OBJECTIVE: Identf{fy the medi‘a and processes of Abstract Expressnonlsm and dlstlngulsh between the .
? ‘ .mtumve and deliberate approaches to art expressmn . I .
4 ) - * '. . . o .,
SUGGESTIPNS FOR INSTRUCTION: R « 0

Combine contemporagy music with a rap|d -fire show ofslides. Presentatlogs can be'bnef( 10, or15 mmtués) . ,
and should include a variety of paintings and sculptures. (Try to capture the excrtement 4nd spontanelty \‘_, t
inherent in Abstract -Expressionism.) . P . . JT'

< ~ - - - ]
. 4 !

dy shdes and large reproductlons of work by Pollock Gottheb deK.’oonmg, glétherweu, Gorky, | .

T8 -

~,
- CNEE N =
i -, N . .« .
“ < -~ & . g 7
N h ¢ - - LY

Varlety of media and processes employed in Abstract Expressmnlsm ) :

[ N R ‘ s

s * . w2t
- » The theories of actlon palntlng, e.g., Hoffman’s “pUSh-pull theory and Pollock‘s “drlbbl’e“ ., )
Em«nmmm_ - s . ? fa ., . y V-
s - The S|gn|ﬁcance of wtilizing random shapes or colors T Te e &

<

.'E:M,- 4 “ ) Q I f/ezg .
Reada sectlon on Abstract Expressmnlsm inany good text (e.g., H. H/Krnason s History of Wodern Ar). T / .

- Look especially for the origins of Abstract Expressionism and identify some major mﬂuence; Read .
Chapter § of Encoumer with Art by Hastie and S¢hmidt for comments on approaches to Creativity.

A o . B 4 .

-

L

. ' - ° oy

Group dlscussmn Usmg two slide rojectors compare Abstract Expressiohist work of the fiftics with the "

edrly German and American expressionism of Nolde, Weber Hartley, and Marm- RS N

-

L P . Y
» - R I R R T wreeag

4 Q Look for parallels rh surface qualities and for~%§olor (stru ural and.expressiVE). ' :

Look for dlfferencestm subJeEt use; scale, technlques- fpamtmg apphcailon and the projection pfa _,_,\,-/

mood. . . ', ?
- N P ‘". . .

. Compare the ways in whlch Edward Munch and James EnSOr «x'epresent' tlme in thelr respecnve .
‘ paintings. . . - R T

- - Vo

Compare.the way color COnveys a mood wnh the way words'and phrases convey a, sxmllar mood

o k] .
[ . e

N .



.,)-

9‘7 "

. ’ :
. ; Q . A ‘.

a . -~ . o~

. ‘ 2y - \
‘vlark’ Rothko — heavy massive brush strokes o -4 . .
* Jackson PoHocK — dripping and splagtering the Faint  ~~ 7 . - .
- Robert Motherwell — colla_ge and spontanceus brush strokes o T 3
. L. e . .

'

M~ot|vate this activity by pIa)mg appropn.ue muslc or by dleUbbmgd controversial issue that mll stimulate

.

strong. re'\ctlons - . »
/- . i ‘. . : [4
‘Hold a group crmque of completed wgﬁ?s and d]qcuSs these éuestlons ' ’ -
. - .
Was some coiitrol necessarv” ' L vt e o
Do results reflect spectfic attitudes?. . ’ - T
What kind of structure, if any, is apparent in thls tvpe of work? » o
. What kind of artist"would become seriously lmohzed in this type of. actnvnty :
r\ ~ . .
ASSESSMENT MFA’SURES o - b < S

¢ .
~ ¥

‘lelingmbh between mtum\e .md rational approaehes to the’ productnon of a selectedcgroup of works

_\\ ith a pamnting and through comments, demonstrdte dn understa@he relatlonshxp of art matenals
and process to end product.

& - )

. ¥ .- 4 v
. . ¢ .
RESOURCES: . gl )
Arndson H. H. Hlszort of Modern Ari.- . . e ) RN
Johnson, Chdrlotte Buel Come?nporart Art. . . S
BN ‘ ST ~ C ’
w ™ a : N ” PR - .
PROGRAM OF STUDIES 'CORRELATIONS o - ‘
. % , : T PRI
D'cscri:b’eﬁhe conceptual and intuitive modes of |mest|gat|on commonly, ei*nployed by artists.
PR i e - s e, | W
‘Identify th¢ media and processes employed in significant works of art. . L -
' N ! o . B

. 3 - N A .
B .
. T . =~ 4.

‘ -
CONCEPT: .~ Alth@ugh Surréalism took two directions, the most evident aspect of all SurrealiSm is ihe
artist’s depiction of a private world. He/she may show. thisithrough either of the wo

: directions, one "being abstraction, the other fantasy or zﬁuszon , -
’ . . K

- -
- [

OBJEQT!\'ES . Identify the tWo major forms of Surrealism as endenced in SpelelC examples ofpamtmg
. T and sculpture.. * . * .. \ - E

Y onts
AT 1 .
3 . ~. .
P N L 4 P ’ v

)

.

! ‘. Recognize the major chiracteristics common to each form or direction.
N .

SUGGESTIONS FOR lNSTRUCTlON .

Read bhe first three chaptérs of Dada and Surreﬂzstﬂk by Wllllam Rubm p? C[;apter 4 of The Surrealzsts
by William Gaunt. How. is surrealist painting related to aptomatic wr;rtmg" }Nhnch form of Surrealism
depends entirely on the imagination? Which fornr of'Surreahsm depends on imagination and control by the

artist’ s mmd” col . -

' ‘Compdre the following plates from the text The Surreallsts Plate 21, Paul Klee; Plate 25 Kurt Sch\mtters
Plate 40, Andre Masson. To whatother art movemen{s can each of these’ pamtmgs be related?

g‘?" ,& BN ‘a4 ;
T s 23

. Lo . , P

n ¥



Look at pamt ngssby Salvadore Dali, Rene Magrittg, Paul RQelvauk, Yves Tanguy, and Giorgio de Chirico.
" Which of these fantas Surreallsts is most abstract in hls deﬁnmon of forms? Descnbe the similarity in
:fOrmS by Dal ande nguy .
Compare the pamtm of.)oan Miro wnhsculptures of Hans Arp. Descnbe the similarity in forms used by
the two artists.” . .

ST

.

"N

'_ASSESSM NTM ASURES

i . - ' ) N \ Y ‘!“ l : .
_ Identify, specific works of Surrealist art representing:each of these two directions.

RESOURCES: { . ¥

|
4
U
f.
-

Gaunt, / illiam{ The Surrealists. v "o
Rubm W|ll| . Dada and~Surrealist Art. l “

Dada rrealzsm and Their History.

< r
ema !

# .
. : ‘
PROéRA OF STUDIES CORRELATION; / : : : |-
i ' . . \
Identify sel¢ cted examples of 20th century art énd archltecture m terms of the chardctc.nstlcs of the

movements they represent. I - .
o~ ) [
| . L
| Fayo - ' . .
CONCEPT: Dada, a term selected at randgm, zdenuf ied an artmoxemenlthal.s) mbolically protesied

) -the irrational acIs that led to W rld War I. The movement wasalso a reacuon agamst the '

- growing claim of autonom wfor pure painting. N

.

¢

- w :
OBJEC] IVES: ldentlfy the condmons that led to the establishment of Dada as an anti-art movement.
~ f Y& ( .
Recognize the major amsts and sofne of theirfWwork, and relate the influence of this
. " movement to some curtent styles. ‘ . v .
1 F ] -
boa
SUGGESTIONS FOR lNSTRUCTl(_)N:"
Read a chapter on pre-World War | EUrope in any approved hlStOl’) text or library book., Discuss the
econgmic ahd social condmons that prompted-the incidents starting World War I -

i -

Read Chapter | of Dada, Surrealzsm and Their Heritage by William Rubin.’ Describe some of the acts of
protest that msplred or related to the founding of Dada art., Defin€ and discuss the term trompe-l'veil as it
applies to painting. Distinguish between the level of painting characterized by trompe-I'oeil where
rep esentatlonal skill is most important and the levekof pamtmg in which expression or meaning are of
prime lmponance _ ‘ 5 . .

. o
Asfthe logical nextstep to follow Irompe -l'oeil painting, Marcel Duchamp identified ready- ‘made ObjCCIS as
wg rks of art; and Berlin artists mcludmg Ernst and Schwitters made photo-collages Treatany objectin th
ropm as though it were a sculpture, place it on a pedestal or base, give it a title (other than the obvious), and
spotlight it. Compare Duchamp’s ready-madewith Jasper John's beer canor light bulb sculptures and wnh

~ Claes Oldemburg’s hamburger. . . , .
. __\ -

-\




a 2 0

Automatism is the'visual counterpart of verbal free-assoctation. Small groups ofs(udgnmmrs)drc)
given a smglc sheet of paper. One student draws something and folds the paper se s to cover it. the neat
atudent adds'another clcment the process ts repeated until each member of the group has contributed. (Two
ormoye Lomposltmns mdy be started from varioys points in the g group. ) Study the resulting patchwbrk of
forms. and identify the variety m‘ images bllgéebltd Discuss doodling, automatic writing, and thechance™ .
.compositions of Jean Arp. : . -

3 -

+ Discuss the influence of Zen philc;soph)' on the chance compositions of D?ada.

:\SSES-SMENT MEASURES: . SR
— . e

Wnte a definition for art that acknow ledges the use of ready- made .objects 1n a work of art.

LERY _\'

’

Ndme the major artists of the Dada mbve_ment.

N * ’ 'r' "o ' N .
[dentify several contemporary works of art that may be classed as Dada.
- . . R ~ 1}
RESOURCE:’ - :

Rubin, William.. Dada, Surrealism and Their Heritage.

» R

“ %PROGRAM OF STUDIES CORRELATION: -

- . L} .
Discuss the influences associated with several 20th century movements in-art or architecture.

. . . -

w .

-

* and those for change. .
. M ¢ ’
.~ "OBJECTIVE: Identlfy and compare the Chdl’dCICrlSIle of Dadai$m and Pop Art.
<o > % : -

SUGGESTIOU\S FOR INSTRUCTIQN: ) i
a/ . .
.. Through individual reports .md £lass discussiom elerminé the charaéteristics of Dada gnd Pop Amrt. Begin
by comparing Dada with traditiona} art, e.g.,.Duchamp’s “Mona Lisa with Moustache” with 1 eonardo’s,

“Mona Lisa.” Is the_Dﬁhamp work art" Is it idea? Is it Jusuﬁable by adult standards?

. w -

CONCEPT: . Sequenual dev elopment i art is an exam Ie of the confliu ben; een forces of « unnnwn
. q / _

¢

’
-

L4

leCUSS the inventiveness of a tea cup lined with fur, ora Iaundr) iron mth’tacks glued on its surface. Is lt§ g
) art” Is it idea? s it taking a utilitanan object and giving it a new form, a new personaht) a new context”?

-
- .

Examme thoroughly the entire Dada, movement with ifs 1mp|1catlons for today’s problems Though the
" Dada niovéement occurred over 50 years ago, 1! is very close {o our time. It is related to our tlme

.. e

.
-
hd o “ -

— Examine the “relevance” of the Dada movement by comparing lthth tire anpy moxemem the coTlege
unrestof the 60's, the generation gap, the dlsxlluslonme ith gove"xnmem the alienation of minorities, and
dehumamzation by technology. Why are ! Ilshment antl middle class, anti-military - mdustnal
.— complex; anti-way; anti- fuzz, and anti-anti?, - -, \ . N _
“ ¢ o S . N .
Examine Pop Art for i its pemeptnve humor. C‘bmpare it wnth Dada. Is it a rehash of Dada, or is it new? Is it
art of idea? Is it a new way-of seeing? Is it a new awareneS§" Is it makmg us logk at ourselves?

N .

.

ASSESSM ENT M EASURE: ’

_ Describe the Dada and Pop movements and relate how the movements reveal the charactenstlcs of the

] times. - » 17 2
ERI

JAFuiext provided by ERIC
0
VAR




r. - : o h{ . - ¢ - :
. o . T a ) : W o — -
‘ ‘ - : . .. -~._“.““\ . ' . ?“- . , . - . . )
v RESOURCES' ' .- .
‘ . ! =, - - .
; Llppard Lucy. Pop Art . ’ /' N ; S S . o
. Richter, Hans. Dada: Art and Antz Ar : 5' o ' . “ . ‘i. |
}' .. Rubin, \thllam. Ddda and Sqrrealzs‘t Ap [ N O ;} . (\’ o ' -
7 ! _’ ¢ ’ - + .
b . : l * ! . - <
el PRGGRAM OASTUDIES CORRELATI.ON: . S . < - (- »
YR, . . " . c P . ) 2 T
" f’ » Identify ;elected examples of 20t‘h ce‘ntury art and architecture in terms of the tharacteristics pf the i
S ;novements they rep V . o " ~a %ﬁ_ .
. .y 5 \'s\’-' . \S\‘r ')’%ga . ) M
p ™ .CONCEPT: Contemﬂrarv art shapes our enwronment and affects. our Itfe styles. . - .
‘4 - A" «. “« s g ) ‘ ':
, 'i OBJECTIVE: ldentrf) several Zl)th centur) art forms and therr mﬂuence on olr en\nronment or‘hfe(
N : ster . ‘ . - L N S
T ’ - ' . j . N
SUGGESTTONS FOR lNSTRUCTlON . ' - 0 o
/‘ g \’ N ‘lh - . ! s
*View the fnlm Art of the Szxtzes 7nd relate the works of the followmg artlsts to the influence suggested
Piet Mondfian.— interior desngmchltecture (example Rlet\eld s Shroder House), o f“
Stuart Davis — grapHics - R S .
Claes Oldenburg — inflated fucniture = ! T .

. APop” artists — fashion furpiture, rdgs "wallpaper. graphics ) -
. [ ’

W

Select samples of contemporary graphlcs fabrncs package desngn and ad\ertnsements Relate these to a_ |

: . particular artist or style. Discuss the impli€ations of current graphics ahd their effect on the consumer and |
on business. . . < o ¥ .. ) v |
. - ’ . .3 * " T .
M. Redeslgn one of these items in a pre-20th century ster. ! P N T ‘
’ t . N
Read Chapter | of Vict8t Papanek s Dees‘lgn for the Real World. . , e, e . |
Look for examples ofproducts designed in the I920,s step form 1930%s streamlme form 1940’s taper:form; _
1950’ sheer form; _and_1960’s sculpture. form. .*¢ . ] ' ‘ -
T v Ve - . . > . ,
SSQSSMENT'MEASURE: .. . S . o ee e
@6 truct a chart which correlates'selected samples of art with commercial ‘products or designs.
2¢ . ;. ‘ > i a € J 2 - '
. RE_SO!JRCES: Ferebee Ann. Htstorv of Design from the Vzctorzan Era to, the Present. T
- Hulten, K.G. The Machine. * . * oot
v, ‘ Jencks, Charles, and Bhird, George. Meamng in Architecsure. . T
_ ‘ NP . *Papanek, Victor. Design for the Real World: Human Ecology and Social Change.
T . .. Art ofehg Sixties, MCPS Film #5842 '~ "L, e
. . ,\“; * " ,-,,' . .- ‘ o PR ':*e T
(4 in : . " N (. . : Ve, )
PROGRAM OF STUDIES CORRELATIONs: ' . / . T
) . . K . - q
L i ldentlfy selected examples “of 20th centﬁy art and arch')tecture in terms of the chamcterlstiﬁs of the.
- "~ movements they represent. . - - . o .
. Dtscuss‘the mfluence&ss%mte_d wfth several 20th century md';emepts‘,ip art or ar‘chjtecflgre__" ~ e o J




) ('O_NC EPT: _ .The Ameman Depresu n of the 1 930°s mﬂuenc&i Ame.m anart by fm\bslng attentivnon

¥
. IEZ' Awmerican scerte. Arkserved as a social force rather lhan arl for art’s sake. The

depression stimulated a transinon front prounctal:sm 10d /fwdermsm that led 1o
Abstract Expressionism. - - R

. .
- v e <, " . .

Study the m«ndxtlons of the 1930 Dcp;esslon. xd'entlf) thc art projects of the federal
government: and recognize some work of the major artists of this pcrlod

- - \

SU(”GESTION& POR'INSTRUCT,IO‘\

OBJECTIVE:

.

= Refcr toa chapwr,un the Depressian of the 1930% in any approv ed hlstor) tcxt or library book View the
. film The 29 Bount and 30's Depression. 1n class ‘discussions, describe some of the econoniic. social, and
;ps)chologxcdl conditions prevailing. What was the role oféo\ernmcnt in rcldtlon to thedtts during the 30°s?

-

¢ -

/ Identify the mission ofthcsc New Degl pr‘mcdts

Public Works o‘f‘Art Project
Treasury Section of Fine Arts =
—— -+ Treasury Relief Art Project

%« Works Progress Administration Federal Art Project

-

-t B) studnn,«: examples of their work. 1dcntd} thc drtists (n cach catcgpn Isted below and describe the social
comment in each: W -
4

o \i‘ 7

American scene rcalxsts Thomds Hart Bcnton Grant V\ ood R
Hopper L T

Expressionists Yy Wms[ow Homer. ’\/Il'lrsden Hartley. John M‘arm’
Sotial Commcntdtors — Ben Shahn. Jack Levine. Leonard Baskin_

i

.-

fipare the stylessof ftom Woud. Marsh, and Hopper s ' C
which would likely bp the subjecrofay v these Sts. N .

.——/ -

-r
A'SSI',SSMP NT ME ASL‘RES ’

o

- : L
Idcntxf) the sociul gondmon of the 30% w hld is depicted in agroup of selected works of art from that peried. |

" Identify thg artist who produccd selccted Works of art.

.

¥

.
4

. "RESOURCES:* °  °

. .
.

o . -

“-" O'Conhor, Francis. Art for the Millions.
, “The Thirties. Art and Man. . .
Rose! Barbara. American Art Since 190(: A Cruical Iltslor)’
RoSenberg: Harold. The De-definition of Art.
The 79 Boom and 30's [)epressmn MC S Film #1475

-

-

- PROGRAM OF STUDIES CORRELA'H()N ' . ) .

*

Identifs sclected cxamplcs of "Oth century ‘m and architecture im terms ol the un ruct ristes of the
movements they . r;.o;e,sun :

DA Text Provided by ERIC
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[

"CONCEPT: 7:wentieth century art is often produced in series rather than as. individual masterpieces.

OBJECTIVE: Identify several, serial artists and thexr work, and formulate a definition of senal or
, - systemic art by Iookmg for a consistent interrelationship of structure and syntax. R

‘SUGGE/gTIONS FOR INSTRUCTION:

) Obtain and discuss information relative to the work of Claude Monet. Identify some of the many series of
paintings he produced such as “Cathedral,” “Water Lilies,” “Mornmg on the Semc;." “Haystacks,” and
. “Japanese Footbndge o ’ v 2= . e T -2

F 2
: . ®

Read Chapter | of Serial Imagery i)y John Co&lgns.

) Study the works of Piet Mondrian, a pioneer in non-objective serial painting. Discuss his use of the grid and )
R _ flat color in exploring’asymmetrical balance. T . ’S

¢
[
» .

Study and discuss the sesies and sub -series works of Josef Albers, particularly his “Struetural,
Cqnstellations” and “Homage to the Square” series,

"
Study-and discuss the series pamtmgs of Barnett Newman, Frank Stella, Ken Noland, Morris Louns or
Andy Warhol and the sculptures of Lasry Bell or Donald Judd. _ .

Consider the series aspects of home building today. List the pros and cons of this trend.

-
Pt

, ’ ASSESSMENT MEASURES: -
. _-:7 : R
Write a definition for serial art. . : .

-, ~

. . . . . . v . ’ . ’ .
From a mixed group, of reproductions of serial art, select and classify all pisces according to series.
’ W - . - ,

RESOURCES: .. N S o .
( Battcock, Gregory (ed). thmal Art: 4 Critical Anthologv ( . T
Coplans, John. Sgrial Imagery. © ° c . . _ ’
' Jaffe, Hans.” De $fijl. R ’ .
Mondnan, Plet (Hans Jaffe ed) Piet. Mondnan . - ¢ : .
- ) . > ° ° /Jﬂ . . *
PROGRAM.OF STUDIES CORREL'AT!ON: ’ e . -

Identify° se’lected‘i%iamples of 20th century art and architecture in.terms of the characteristics ‘of the

Nmovement_s they represent. ) . .
’ Yy PR . . 9 B i * -
4] - N .
- . ‘ * .
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a CONCEPTS: - Fllm 13 prm:artl; a awsual form uf¢ bmmunic ation emplowd by the artist (director)as a ‘e
) *means>of erpresszon . . T
L s
. . . L . . .
. < A} . -
PR The camera does not merely reproduce reality: but is used as a tool by the artist. As such, .
? .

" . the camera is able to produw effects which the eye alone cannot achjeve. Film has the |
puower of placing in juxtaposition things that have no connection at all in real time and .
space (mumage) Irisinats abllm to record and arrange moving images that film remains -

e unique
X . 4 ‘
Omng s tec hnologual c;d} ances, pius gron*mg sophistication in the art. film may
beconse "dat;d” rapldlv ’ 2 " ‘ -
. . ' Filmmal{ir;g is,composite art SJorm. With the possible exception of opera, whichj really
subordinates the visual elements to the mustc, film may be the first successful composite,
or synthetic, art form. < . . s ) —
. ,
. OBJECTIVES: Identlf) the grow th.pftechmcal 5kxlland-soph\>t|tat\on and its influence to Chdnge the art -
) .tself. . .
: . ' ) '
- Recognize the formal. visual elements in fllm as a means of communication and’
expression. . o .

L
-

Name some of the photographer’s techniques that afe an mtegral part oi expression In
this medium.

-

L4

Analy ze the structure and content of a film in terms of: contemporary criticism.

.

Formulate some principles dealing with aesthetic criticism of film’

F

. ~ . . . . T e - » 1 - 7
. . Identify characteristic fornis and conventions which the feature film has developed.

SUGGESTIONS FOR INSTRUCTION: ' "L . DL e

AN , S ~ .

Show clips to review the early history of fllm Viewing assignments may: be ‘made from °
> current television l‘istings as supplements to thé films covered in class time. . View

the film The Art of the Motion Picture 2and discuss the basic elements of filmmaking

The history of film may be -seen from its beginnings as a scientific novelty through

current -cinema and the development of a huge industry. (The Graphics display at the s

Smithsonian is useful. The Museum of Modern Art in New York has an excellent collection
1Y

of films.) : . ’
Several types of films should be Viewed. Early attempts at historical panorama (clips
, from epies Mch as The Birth of a- Nation) -as well as comedy (Chaplin W. C. Fields) and

a -

s ) animation (cartqons, Fantasia) provide opportunities for observing the beginnings of N
/ - contemporary approaches to filmmaking. Each of these seeks to communicate in a different
- way. Why are different meahs of cemmunication necessary? How would you use images to

commupicate various emotional content? .Can sorrow be expressed in amimatipn? What part ~

does photographic skill play in the expression of an 1dea"e g«,’ the use.of closeup,
zooming, angles, etc.? <. . , .

o . In viewing and discussing a few films for student motivation, q_uestibns may be asked
: concerning the mobivation for filmmaking itself Is the director the artist? Can' the

work of specific directors be recognized in spite of the vehicle (book, story, script)

‘J

+utilized?, In this age of color, why do some direckars choose to work in black and —

L

: l:lk‘lc white? . Why were there génuine aesthetic conjerns owver the addition of, ound to silent
- - fi1m? - (See Arnheim,), .’ - 021 29. o \ i

. L ] 1 . .
oo . W . . 4



S produce WM art? What is the-difficulty in deallng wnth a synthetie art form?> *

—

£

¢

e

. and why they have reached the public is essentlal te the course

‘ X'ssESSMENT MEASURES: : LA

‘

What are the currént utilizations of anlmatlon" Is it possible for. anything so compl‘crandcommercral to ,

-
e

Film cl|ps are viewed by the class and d|scus§ed |n terms ofform content, and expression. The work of film
~critics (such as Judith Crist, Pauline Kael,-ang Penelgpe Gilliatt) is read. Kael's ‘book I Lust It at the Movies
sequential works may be used effectively. Rud8lf Argheim’s Film-as Art,provides a structure for the

devqlopmgnt of critical techniques. Using knowledge gained fraym réading anddlscussmgc.tmmsurn students
view and

iscuss film$. Film reviews on radio and te Iele\«ISIOH news shows may be listened to and taped as
worthy of d|scuss10n

=
Variety may “be aclneved by viewing films in_class, on televnslon (wnth a note concernmg scale and.the
difference in viewing angle') and |nd|v1dually, orina group at local theatres. v ~
Reports and/or critiques ar¢ made on various elements m.the films vnewed Such reports may be given
orally, in wntmg,‘taped or v1deotaped—as—l?rlm—cr|t|c|sm ‘ .

——— . *
*

s

-v-‘-———r -

Class d|scuss10n and viewings should cover the Jhistory of filmmaking from early productlons to present
day Expcnmental.ﬁlms of significance may be viewed. However, a realistic prcture of what the mowes are

-

Community resourccs such @s film studios, actors, d|rectors and authors are helpful in providing
background and a vanety of Viewpoints. ’l‘he mstructwnal med|a center may be utilized in this way.

< ——

Televnsmn in that it de\ours fllm both old and new, should be viewed frequently The part that anlmatlon
plays n advertising may be analyzed and cited. - - '

Tl

‘depth. This study might continue long enough fora\arlety of films, years directors, and, or techniques to
_be observed. Reports which |n\olve the opportunlty for’class discussion and questioning should be
presented ) - . .

. i t -
. -
e
‘ . v, LA -,

¢ . -« > - - .

Comparc and contrast two publlshed reviews of a current fllmdpproxed for generaIaudlence '\umc three

_camera techniques, and describe the applications commonl-v used for each. -

. o - _ [ROVE

Namg, three characteristic forms in yyh'rch,feature films)are‘\made. amd name_an example for each

.
' . - .

\} . . . .
Describe the essential components of &-film” : - .t

< . —— .
N ‘ L . — ‘ e *

~ .

(LXTY
—
i

RESOURCES:’ N

o 4 - - '

Article -

- -
\
fs*

“I've Been Asked To Teacﬁ,a Film Course. Now What? " by:Alan G,.Odd’ie. May 1972, p. 45, Audiovisual |

P

. - - —~ 4 .

Instructiop.’ Vol. XVII, No. 5. < -
A J . ’

Film Rentals -

Y

.

v

-

Educatlon and Library Division, AVC.O Embassy Plctures l301 Avenue ofthe Americas. New York, New

York 10019 ‘

[}

Medla and Mqthod§ Film Semmar Center 267 West 25th dStreet New York New York lOOOl

»

3




(e

Fllm Purchase Sources

\ ~

- CCC Films, Inc., 866 Third’ Avenue, New York, New York 10002
Pyramid, B()x 1048, Santa Monica,*Califosnia 90406 9
. Nlles Film Products, 1019 South Michigan Street, South Bend, ffdiana 466 18.For Oldies: (Buster Keatoh,
Rudolph Valehtino, Greta Garbo etee) , ' ) g ’
. 1 ; v

. o '

Films.

—— RN

Learnmg Corporatlon, Fl)lm The Art of (he Imposstble, narrate£); Michael Ritehie (w1th gurde)

The Art of the Mation Picture, MCPS Film #4750 ~

- —Pyramid Films, Basi¢” Film Terms: A Visual Dictionary. 1970, Shelton BFA (Bailey Fllm Associates),
Motl.vauon/ Film'as Art (Serles) B -

- <
*

-

Prmt Materlals . ‘ oo . ..

S . - .

Books: - ' o Periodicals with Filin-Reviews:

Arnheim, Rudolf. Film as Art. . Audiovisual Instructzon (educational)
Kael, Pauline. /~Lost It at the Movies. Media and Methods (educational)

* Matthews, J. H: Surrealism and Film. A New Yorker L -
Sarris, Andres. Interviews with Film Directors. Newsweek .

* . . . : Saturday Review (arts) *

Time '

Vogue ~°

\

v

9 -7 .

-

T PROGRAMOF STUDIES CORRELATION:

L
»©

_ » Identify the media and processes employed in significant works of art.

CONCEPTS: We create our environment making use of natural elements and our ewn Iec71nologica‘1
@ ayd aesthetic knowledge. Ecological concerhs demand that natural resources be used
wisely. '

>
A

The architéctural aspects of the environment should suit our aesthetic s%zs-society
meets ‘other human needs. A real concern Sfor aesthetic value obwously s not always
existed in such areas as city planmng . .

o< -
T P ,

Slructuring and restructuring the environment to provide._for our societal and aelv}hetr'c

. nezs “shouild concern the ivdividual homéowner and businessman, the artist, the

~Fardhitect, thepolitician, the economist, and the scientist as well asthe cily planner. The

artist and the architect are concerned with our perception of the environment as well as

the format and aesthetic fdctors in designing f&.; the environment. Cit y planning is an
evident mdex of\human mput wnh regard 10 aesthetic concerns in the enwronmem

- v

.

Formulate criteria for the design of various élements in the environment.
- ' ! e LN
Demqnstrate by making skstehes at least one aspect of environmental. change.
\ - . -
Identify aesthetic pollutants in+the environmént '(visual eyesores, high decibel.noise,
“uncomfortable™ architecture, non-functional design). . : "

~ ° . . 3 .
‘.Demonstrate knowledge of the divétse consnderatlons which must have mp\ in city
planning. . v - .




Lo I ) . ’ 5.
. . . K.
. SUGGESTIONS FOR INSTRUCTION: b ‘o

i -
. - ~E

—
Students list in priority order their concerns for the environment. They start their studies by looking at the .
1 local environment. (Field trips may be need(d ) Notes, sketches and photographs of the local environment

are made. . o d R ) ) : Lt b

> . ~ - ° -
o . L~

Through pictures and film, various model structtires and cities are examined. Local plans such as Grecnbelt
\ . Columbra Reston, Montgomery Village, and Rockvrlle may be visited and discussed:

. I ’

e mman =z

News 1tems which deal partrcularly with city plannrng and. archltectural concerns are collecte
environmental concerns like sewage “treatment, water supply, and garbage d1$posal systems.

>
)

- ‘ Students and' teacher evaluate ma'terials and‘discuss priorrties,. .. ‘

I
f . \ ’
.

Discuss the plans for Paris and Washrn%ton in terms of traffic pattems and groupings of buildings. The

work of - LeCorbeusrer Mies van der Rohe, Richard Neutra, Frank Llogd Wright, and Paolo Soleri are

- observed and discussed. Current city plans for Washington, Baltimore,«ghiladelphia. Pittsburgh. and
' . Montreal may be studied and compared in terms oftransportatlon industry, housmg. water supply. and

PR

. R . ‘.
. )
. ~ \

“—

Discuss t.he park designs of Frederick Law Olmsted (des1gner of Central Pgrk) in terms of his long—range

vision and his fight for the preservatlon of parkland -
- ~ * ' ¢ '
ASSESSMENT MEASURES: . s .

s, LR

- %nslder specific areas in the school 'which might be redesigned; and draw plans to improve the areas
afeteria, clagsroom, courtyards gymnasium, pla)mg fields). Students may lead onc another through the ..
building blmdfolded to-sense Other perceptual factors in the environment of the school. How have the *’
: ) archrtects sought to meet the needs of the students? How would you redesrgn your school’
Nrt and cnthue local shoppmg centers How, couldthey be improved? How might they suit human needs
N * better? How could they be made more satlsfymg aesthetrcally’ \

.

Cw

-~

} -, List criteria fof the desigh »f a small c1ty . Tl . ot ¥

. Design.a new “shopping center, a bettcr house, an 1mproxed highway system ora futu,mc\lt\/ citing
* examples you have studied- for support of desrgns

. h PR . - Sl

-

: RESOURCESE ©Holland, Lawrence Yed.). Who Designs America? o, .
L. Imsted, Frede.nck Law. Civilizing American Cities:
v ey Pap\rek Vietor. Design for the "Real 'World: Human Ecology*and Social Change
.. 7 Steln Clarc@ Toward New Touns for America. .

e b

.

) PROGRAM OF STUDIES CORRELATIONS

-

# . : . <.
ldentlfy well conceived plans for urban and lnterurban efiang¢ that speak to the need far concerded publi¢
1nterest in egvironmental plannlng :

. Discuss tha\nﬂuences hssociated with se\eral 20th centur

.
iy O
Y . ~/ : \ r'/,: s
. . Nt - s 2
’ : ‘ * . s

recrd: t,xon r - . . 7

.

-
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* ‘PART THREE: INDEPENDENT STUDENT RESEARCH AND STUDY

s

I. INTRODUCTION, ) : - - S

. R . . ’ -
ngcher_s are encoixr:ge% to plan with the student individually to insure worthwhile activities and to

v "help the student,evaluate his/ her results. This should be a period in which the students are allowed to

. . .. . S s L sy Lot 3 A g -
.. pursue their own individual interests' with regdtd t5the siibject; Tafgents fromthe content of the first
. ' two sections areto be encouraged; and, where possible, primar resources are to be used. The activity
o - need notbe limited to written reports, For the student whoseabilities;are so inclineds astudio project or
demonstration should be.encousaged. \ S g
’ c
1L OBJECTIVES :

- . 7
At the erid of this unit of study, the student should be able to do one or more of the following:

A

e ‘discuss the criticism of specific pieces of°art or architecture given by a critic
® compare'and/or discuss the styles or technique. of a Particular artist, architect, or period of art

. history . ) \ i ’
. ¢ discuss selected samples of art or architecture in terms of their associated movement and historical
context - . ] .
® demonstrate a knrowledge of tbs work of at least one artist through a studio project or paper
. N - ) P \ ' " .
- III. CONTENT" ] o .
. [3 -

Suggested topics for study and research : . ' _ e

’ i

, - » N &
Using at least three sources and a fofmat suggested by the English Department, write a paper about:
- T i ) 14
any painter, printmaker, sculptor, architect, craftsman, illustrator, film producer, etc., from the

20th'centur\yi(and tell how this artist contributed to the general trend of R0th century art or

architecture . )
. ' . T4
- ' thgf:‘relationships between “art and/or architecture and religion, politics, drama, psyclfc}logy,
T // , .sGénte, ecology, industry, education, etc. - ° - :
. .« ' the philosophical implications of specific works of art or architecture S
o S s o L -
to. aesthetics and-the role of the critic in-art_or architecture

any. group of artists o architects; e.g., Bauhaus, Bluie Rider, op pop, “ Action” painters, etc

" ... 7 --the source and evolution of any'style of art or architecture, . ’ . ' .

“y .

. ’
[ AT . ~— ) .

[}

ctions of the art museum . T )

oo . . ";;\A\\‘"“n :‘“% . )
the historian’s role in promoting an understanding of contemporary art or architecture

o - the ‘histqry' and changing fun

. .

v - . - . .
the development of the m,ternatlork\style of architecture fromiits beginningsin the 19th century to
the variations of this style produced today " .: | R e .
. i ;.’ . ‘ - . . . ’ , i . ' . ‘v‘ .
-Suggested studio projects: : . Y ] ]

-

Using tempera, sand, and 'cdllz?ge materials, make a Cubist style liajntin ill life you have set upin

\ the roefi. 3 S, CoL
e e 7133

ERIC =~ .

. .
PAruntext provided by eric - - ] .
. B

A
s

.




Aruitoxt provided by Eic

»

necessarily logically related but perhaps connected in.your mind in a symboli¢ manner.
N ’ . L.

" s

gty
. ’ .

In the Dada-Surrealistic manner, make a painting or drawing’in which you put togéther things not

\

.

_ With scraps of wood and paint, construct a painting-sculpture. Include a variety of texture and color,
. ~ R . B - .
Abstraction.and Realism. . .

- .
- -

¢ < ’ N h e . . . ¢ * . M . .
Organize a set of slides or reproductions and give an oral report onone of the most influential artists or
architects of the 20th century, Tell how this person ¢ontributed tothe general trend of 20th century art

or architecture. . . - : ’
S _ RS , SR
Do a painting in thg style of Social Realism in which you present a picture of
I ) ~ Ll . .. R . R
Explore at least three styles of modelin ar/t by doihg paintings in the style of the artlsts.ﬁr ;
. ) < . 1

L4

2 i .
some part of life today.

Using a town map, create a more livable gnvironment for your community. Use tracing paper overlays
to show improvement in traffic cqgtrol, green belts, parks, and new street patterns. Define zones for
industry-and new residential afez:g ' e .

/ ' ' N L
Using styrofoam, wood, or cardboard, make a plan for a shopping center. Plan most of the major
details such as landscaping, seating, paving materials, and sculptural settings. Draff a bird’s-eye view

drawing of your ideas first.

N . e
' I~ -

Bertxicring glass as a dominant building material, develop a design for a beach or mountain cabin.
Plan screens, overhangs, and lot oriéntation fof sug control. Decking can be used to expand space’
p—— A 8’ : : '

.

Using cardboard tubes and sheets, make a sculpture which Dexpressive of the machine age.
R . : ) . ’ '. 2 L.

Do a series of paintings: sculptures, or prints that are reldted in structure and content.

Doa drgwiﬁgh\pa@ting that incorporates scraping or rubbing (frotrage) in the marnner of Max Ernst.”’

3
’

"Assemble a"three-dimensional &ollage using a bottle or box as the basicTorm. ° ‘ '

- Refer to the'Ar‘t Co]cepts and Activities Bank for additidhal ap;;ropriate proje}ts:/ ‘~




' ' ' BlBLlOGRAPHY S

¢

.

Albers Josef. Interactton of Color. New Haven Yalé Unnversrty Press, 1963.
Excellent text. Color reproduction using silkscreen processﬂllustrates theories of color.
é
American Film lnstltute The American Film Insntute Catalog of Monon Ptctu?esaProduct’d in the U S.
- New York: Bowker, 1971. . :
,. Covering the period 1921-1930, these first two volumes are the beginning of a, major referénce on,
American movies. Includes an alphabetical llstmg giving dlstrlbutor date, reels, feet, credlt cost, .
llterary sources, ahd synopses ’ , _ '
Andegson, Wayne.. Amerxcan Sculpture in_Process: 1930/1970 Greenwich, Conn New York* Graphic )
Sopiety, 1975. : )
———Afhronological survey of sculpture which looks fora contlnuous mov ement in the variety of styles and
d velopmental stages of this period. -

.

. -
Arnason; H. H. sttor) of Modern Art., Englewood Cliffs, N.J.: Prentice-Hall, 1969. T
Extensne reproductlons of important paintings, sculptures and buildings. Textlschronologlcaland by
- period, “with first chapter dealing with 19th century palntlngs The information iy mostly sgeneral and’
factual-but covers most of Western avant-garde Work since 1900. e

«

-

Arnheim.\'Rudolf. Film as Art. Berkeley: University,;of California Press, 1958. ¢ -

Comprehensive discussion of film ag an art form. Considered a definitive study of film.

Aghlenc Field and Court Diagrams. River Grove, l'llmols Wilson Sporting Goods Company n. d
Dlagrams and dimensions for a]l popular indoor and outdoor sports

N T

Banham Rey,ner Guide to Modern Architecture. London: Archltectural Press, l967
The book discusses the problems of 20th century Architécture, with some backgroUﬁd lnformatlon l?’
lncludes the major architects llke Wright, LeCorbusier, etc. ) ot

Barr, Alfred and Cahill, Holger Art t'fz Amertca in Modern Times. New York: Harcourt, Brace and World,
1969 — -t S . . -
A survey of allforms ofAmerlcan art and a&hltecture lncludmg photography and fllm up to the 1930's.

le location. of each work is llsted with each black‘and white ilustragion. e, . ;. .
*: « . N
Battcock, Gregory {ed.). Mmzmal Art: A Critical Anthology New York Dutton, 1968. E aike
E *A.collection of 267esSays which declare and define the characteristics of minfmal art Vanous poi of

view’ consnder art as idea and the object as response provoklng e o A

i“ - R

Bearden Romare, {and Henderson Harry Stx Black Masters of Amertcan Art. Garde'n Clty NY.:
Doubleday, 1972. ,2? ~
The book is compoﬁqd of blographlcalstudles o‘f.loshua Johnson, Robert Duncatson, Henry Tanner,
* " Horace Plppm Augusta Savage and Jacob Lawrence g . VA

2 -
o . . Lu

' Bigsby, C. W Dada and Surrealism. New York Harper and Row 1972.
A short .book that deals with the Ol’lng aims, changes and niajor lmpllcatlons of Dada and

Surrealism. .l . . (" .

DL T . M . » Pa3 '
SBrett, Guy.’Kinetic Art. New York Remhold 1968. e ¢ cl
The uses of new materials 4nd real sources of energy and soundare presented magnetism, electrrcnty
formt; air, explosives, raﬁloiartl; water, pa):cr, mud, and llght T o .
. Y-, W L : ;,‘,
35
27

3

4




Brlon,.Marcel et al. Art Smce 1945 New York Washlngton Square*Press, 1992 .-

= Tén authors each write on the painfing of a particular country. These include countries of Eastern

Europe, Western Europe, and the United States. The work deals almost entirely with Abstract

, Expressionism._ e .
Y ‘

Canaday, John Mainstreams of‘Modern Art New York: Snmon‘*and Schuster, 1959 ) e .
This is a survey of painting from David (1800) through Abstract Expressnoms)n There is very good

information on the work through early 20th century, mcludmg good maténal on the Raphaehte and « .
lmpressnonnst work - . FR

L N ~ - . \ 4

Carraher, Ronald; and Thurston Jacqueline. Optical 111us10ns andthe ltsuaIArts New York: Reinhold,
1966. e

L3

-
This book analyfes the nature of perceptual effects and optical 1llusnons "and illustrates thenrjole in
photography, and both fine and graphic arf, Glossary of optical illusions }ncluded

>
<

_ Coplans, John. Setial Imagery Greenwich,'Conn.: New York Graphrc Socnety, l968
Catalog of an exhibition sponsored by the Art Alliance’ of the Pasadena Art Museum

[y

de la Croix, Hdrst, and Tansey, Rnchard Gardner's Art Through the Ages, 5th ed New York ngcourt

Brace and Jovanovich. 1970. ~ y \( .
A basic textbook has been expanded It covers Western civilization from “Ancient” to “European” to

a

“Modern ,?(rt » Palntrr& sculpture, and architecture are coVered Jn very general ter‘ms LT

v

Davidson, Abraham A. The Story of American Pamtmg New York Ab{ams 1974.

. The book describes and shows (with excellent reproductions) tRe work ofpamters fromthe 17th century
through the 1960’s. The format is topical rather than chronologncal with sections on such themes as
American portrarts the American Natural Landscape, and Non-ObJectIVe pamtmg

’

Davns Douglas Art and the Future. New York Praeger 197.3. .
A history and prophecy of the collaboratnon between sclgn e, technology, and art. \c/

Elsen Albert Purposes ofArt 2nd ed. New York: Holt, Rinehart and Wrnston, l967 .
) f by ceuturnes' lmages of God‘ -Rehgnous '

__. Ferebee, Ann. History of Design. New York: van Nostrand Rernhard 1970.
“The development of modern desngn from the Crystal Palace of 1851 to the present.

Franciscono, Marcell. Walter G(opuus and thé Creauon of the Bauhaus in l/lrezmcir Urbana, 1Il.. Unl\ersnty
of Wllinois Press, 1971. - * P
~ .Thebook covers the ideal and artnstrc theornes of the foundmg‘?ears It focuses on Walter G{optus andf’
" the creatlon of the Bauhaus Thjs 1$ very sophnstncated reading for hngh school age. bl

-~ ', - ~.
L3

. "Gabo, ‘Né‘iﬁtﬁ@f ngers Arts. Prnnceton N Prmceton Unlversrty Press, l962 AL
A serxes of lectures gtven at the NatronalG/lery of Artin 1959 on a wide range.of topics felated toart.

,.,.5 .

_r' N
l
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Gaunt, William. The Surrealtsts Net'nYor Putman, 1972.

A fifty-page review of the develop ent of Surrealisi is followed by 109 large, quality reproduCtlons of
Surrealist pamtlngs and brief descnptnve commenti about the artist. . PR

[y

P

Gold‘ng, John Cubism: A History and Analysis 1907-1914. London Faber,fl968 > w-‘ .
The book develops the chronology of the movemeént through the analysrs of the work and writings of
Plﬁasso, Braque, and Gris. It alsd shows the influence of the movement on arf in, France. s :
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Halas John, and Manvell Roger Art in Mo»77 ent: New Directions in Am‘mation. New York: Hastings

House, 1970. =+  '\. 4 -

Slngle picture frames and short comments are used to present this extensne sur\e\ ofammated films

produced between 1935 and 1970. . : I
Halnilton, George Heard. /9th and 20th &entury Art: New Yotk: Abrams. 4970. J ‘ - |

Edited by H.W. Janson, this large volume contains 487 illustrations and presents 20th century artand e

architecture by referring to major flgures and movements. The author is concerned about relatlonshlps .
and a’continuum of the arts. T

\.. . N ', .
Hastie, Reld and Schmldt Christian. Encounter with Art. New Y ork: McGraw—H 11, 1969.
Prlmarll) concerned with the artist and his milieu, this text takes an interdisciplinary look atart history,
psychology. aesJ.hetlc theory. and phllosophy . ' . ' v

Henning, Edward. Ffll Years of Modern Art. Cleveland: Cleveland Museum 1966, . _
"This is an exhibit catalog of pamtmgs and sculptures created between Fl6and 1966, Background facts
on movements and artists is provnded along with geod color reproductions; .
Hohauser Sanford. Archztectural and Interzor Mode[s Design and Construcuon New York: Van-’
Nostrand Reinhold Co., 1970. . "-
A large book filled with lllustrdtlons and descnptlons of every type of archltecturalandlnterlor model.
In addition to explaining.how each detail i 1s constructed, the book shows numerous professional pieces 4

and gives information about them. The author also gy{f"des info rmatﬂ)n about saurces foaread) made
model 1tems

Holland, Lawrence (ed ). Who.Designs America? Garden Clty, N.Y.: Doubleday,\l966
A'thoughtful analysis ofdesngn today. Its mass- produced mlstakesand the impact of political and social
forces are dlscussed by various authors.

&* ¢ ' "

Holt, Elizabeth C (ed) A Daazmemarl HLSIOH ofArt Vof' I. Garden Clty, N.Y. Doubleday, l975 %
A collection of wrmngs from notebooks and letters of artists, architects, and ‘philosophers of the 10th
through the l6th centuries. L

b

Hulten, K.G. Pontus The Machine. Greenwich, Conn New York’ Gr/aphlc Soclely" l968 e :
A catalog, with a screened metal cover, of an exhibit at the Museum of Modern /{rt — morethan 200 |

pages with-llustrations of how the machine has been portrayed and used in art from da Vinci to the
1960's. '

-
-

Hunter, Sam Modern American Pazntzng and Sculpture. New York: Dell Publlshlng Company, 1959. -
The book déscribes American painting from Beldows and Eakins to Pollock and deKooning. Contams -
brief biographies of selected gainters. chruductlon quality of illustrations is lnferlor to most books of

this type., / , : '_
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- . - 3 \
—« Modern French Painting. New York: Dell Publishing Company, 1956. - -
Fifty French painters from Monet to Picasso (sic) are explained in a concise and straightforward
‘ manner. Italso develops a relationship of influence from artist to artist. Example: Cezanne to Picasso, .
Degas to Lautrec, etc. Contains a glossary of artistic movements{n Modern painting through Abstract
- Expressronrsm .
\ - .- . .
ves, Colta Feller. The Great. Wave New York Metropolitan Museum, 1974;  ~
The book discusses tle influence of Japanese woodcuts on French pr‘lnts Graphic and written
comparative ana’ry-ss.of Freich Impressionists and 'Post-Impressionists and the Japanese prlnts that
mfluenced them. The book is based on the Metropolitan Museum show of that theme -
: . Jaffe Hans De Stijl. New Yo‘rk brams, 1967, " .
' ) This is an iidepth study of Mondrian and Doesburg between thé years 1917 and 1934 Makes extensive
. - use of excerptts from written méaterial by the artists: ~ . .

-
3

Jean Marcel, and Mezei, Arpad The History of Surrealzst Pamtmg New York: Grqve Press, 1959.

- An evocative and witty referefice volume which contains 386 plates, 36 in color.
. ' \ =
. . LN - - .
Jencks Charles, and Sllver Nathan. Adhoasm The Case for Improwsauon Garden City, New York: )
\......;) Anchor Press, 1973. - “
,’ Adhocism is the term used to descrlbe the thmgs that man makes which utilize malnl) those things that -
are at hand. Expedience or anattitude of “do it myself” has resulted in a category of design w hich relies
upon lmprowsaﬂw ’
Johnson, Charlotte Buel Contemporary Art: Explormg Its Roots and Development. Worcester, Mass..
Davis Pubtishing Co., 1973. .
Part One is an introdygtion to contemporary art usmg gxamples back to the Mlddle Ages. Part Two
discusses key develoghents in American art smce World War I1. Lists include museums and gallerle’s.
and sources for art r. productlons and slides. - ; S} . f
. Jones, Tom Douglas. Th Art oﬁ@u and CoIor New York V@n N‘ostrar‘id Reinhold, 1973.
.~ An.indepth examinatipn of the art of the spacg age. An historicd} dlscussmn is followed by an
fexamlnatlon of mobitg codor expression, lumia, and kinetic light, with instructions for the creatlon of
color and light instruments. : \-
. 2 %ﬁ .
Jordan"“t;.R Furneaux. A Concise History of Wegtern Architecture. London: Harcourt, Brice, World, 1969.
¢+ This,is a survey of~style from “Classrcal Greece” to “Modern Movements.” - o/
‘Kael, Paul\ﬁ/Lost It at the Movies. Boston: Little, Brown and Company, 1965. -
“a-- ReviewsTrom her radio show aqd articles from Film Quarterl} of films from the 50°s gnd 60’s. .

~
e ’
Y

Knobler, Nathan. 771e Visual Dialogue: An InIroducuon to the Appreczauon ofArI New York: Holt, l967
The" development of the language ofvrsual arts is reviewed and th€ theory is set forth that to understand
what a painting means, the-viewer must also understand how the meanmg is communlcated

Kozloff Max. Cubzsm/ Futurism. New York: Charterhouse, 1973.
This is a chronological analysis of the two styles of Cubism and Futurism, mcludmg the work of aH the
major artists (mostly palnters)such as Picasso, Grls Braque Leger, Rouault Balla Severrnl Russolo,

and~B<3cc10nl

. , .
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Kultermann Udo. The New Sculpture New Yorl{
Env{L(onments and assemblages are discussed and lllustrated with 375 plates; 12 in colo‘r=_

Y
’3&’

Praeger F968.- ~er i mm s o,
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Kultermann, Udo and Hofmann, W. Modern Archrtecture in Colong.New York; Viking Press 1970:
A collection of | 12 colored photos ofatchltecture in Europe and the Un)teﬂ'g{rates with comments ona
facing- pags- - g - : Y

¢ .3 .

— Larkin, Oliver. AN and Life in America. New York: Holt, Rinehart-and,W;.inston. l96_(5.
= A sur"ve}l of Ameri®an art and architecture related (o the peop'le and the times. :

Lewis, Samella, d’nd Waddy, Ruth G' Black Artists on Art, Vols. 1 and 2. Pasadena: Ritchié, Ward, Press,
1969, 1971.
The two volumes include examples of the work and statements by.over 150 practicing black artists in
Amerlca A sectjon at the end of each volume gives brief blographlcal sketches of these artists.

.o Llppard Lucy R. Pop Art ‘New York: Praeger 1966. ’
The book covers-British and American Pop Art from the 50’s. Early sources such as Dada and
assemblage are included. Three othef writers contrlbute chapterg to this book, each faving a closer
understanding of the Pop movement in various parts of the world. Sources for thg moxement are’
reviewed and more than 180 lllustratlons are provnded : U s
8 L

Lucie- Smlt‘h Edwarg. [izle Moderigy The Visual Arts Since 1945. New York: Praeger, 1969.
The author's thesis is that the art created in the 60’s is essentially a lat@phase of a movement begun n
1905 with the Fadves. Each movement is. related to its predecessors, rivals; and successors.

Pl

» -
!

Mansbridg‘e John. Graphic History of Archrtedture New York: Viking Press, 1961.
.Ofi¢ hundred ninety-one pages of solid illustrations of architectural styles and details from around the
world-and from all perlods of history. ' * :

Matthews J.H. Surrealrsm and Film. Ann Arbor, Mich.: University of Michigan Press, [971.
— .Surrealism in l-fgl‘l;lrys«(onmdered as in painting, to be not an end in itself but a means to projecting

“:\‘;a,lues and stimutdting thg‘lmagmatlgn ) v - .
¥ v

Menten Theodore. Art Deco Style. New_York: Dover, 1972. ) ’ ¢
An excellent design resource with 468 examples of the art deco stylein household objects, archltecture
sculpture, graphics, and jewelry. No text. ’
¢ Meyer, Franz Sales. Handbook of Ornament. New York: ‘Dover Publications, 1957.
This paperback book contains 3,002 lllustratlons of decorative design from the crafts and architecture
,of eastern and western cultures. - - ‘ .
- . . - . LT
Mogelon, Alex, and Laliberti, Norma, Art in Boxes. New York:"Vgn Nostrand, Reinhold, 1974.
The works of 150 artists using the box format are discussed, from Egyptian sarcophagi and religious
triptychs of the Middle Ageb to Duchamps readymades Introduces the.concept. of symbolism in the
-vnsual arts. -1
- ) i
" Newmeyer, Sarah, Enjoying Modern Art. New York: Mentor, 1955.
+.  The book deals primarily with painting from neo-CIassICISerhrough 1955. The best information is on
lmpressnonlsm The weakest is Post World War II. More enjoyablc;to read than are mosthlstor) books.
OConnor Francis V. (ed.). Art for the Millions. Greenwich, Conn.: New York Gra[}hlc Soc1ety, 1973,
A collection of essays which document the artistic achieverfents of the art ref'éf program of the 1930’ s .
which was known as the WPA Federal Art Project. Many significant artlsts were ablé to survnve
- ~t71-ough Lthis program.
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s g Olméted Fredenck Law. Crvrlrzrng Amertcan Cz}re‘s Cambrldge MlT PressﬁlQ?‘l I ST
s . rA selection of Olmsfed’s writings on city landscapes Constdered a primer on the dcstgn of a bvable« )

. urban envnronment He is bést known for ,having deSngncd Central Park T e C et

- 1 . B . o
k % “ 4- N J 8 - - . B IR P ‘47 “’":’ .
) Papa ek Victor. Des:gn for the Real Worid HurnamEcangj,and Soc?al €hange \(ew Y*ork Ran,dgm
SOOI T J I : R
NP A new Point of verustrlal desnggir whrch is concerned about humansur\nal needs rather
. tlym the sUperﬁcra eeds of @' consumer—omenteé 50c1ety S 0";’\ R R LR L
S o 8 .. o S} Ny 7 S L aae ;' Coel, L E
P Pdpper F{ank Kmenc Art. Ortgms and Deve]opfneng Gremwnch Conn‘. qu Yor.k (xra’@his Sor.‘lely ]
' 968 | O
; ) Thebookmcludesach(onologlcal revnew of the ongfns»aﬂd de\elopment of mo»e}nentmar’t begmmng 4 I
*+ with Impressionism. It drscusses light and motement plus slmple procedurgs for the e\presslon ol? €

.
~ ST

. . movement in the plastlc arts, - e Dees s N T el AP
7};( Read, Herbert A Co“hcrse History of Modérn Pamtmg\ Ne'w York: Igraeger, 1963 .\ e T ‘_f
S Thﬁ, book CoVers major 20th century pamters and the orlgms of tffelr work\The aflhoralso d’evel?ps the

. two major. trends of‘ cgnceptual and mtum\e art along w,lth appropnate thcory and phli()sogh) ofthe’

bl - < 0>
tlmes ‘ F ):h ~°$ . '5'0 NP g R ‘,‘ . “ 5 R ". } . iﬁ«j{
s ¢ %, ,, Conk o, ST et e Tt
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oo mtlmulate,the;needfor more art in everydayllfe L l} u ‘f{‘m_ '.,, /,,

[y { i 3
P » - _, % -
* . : # N -3

Relchardt Jasia. Cybernetics," Art and Ideas Greenwich, \C’onn. New Yorkogra htc %ocrety, 197} Bt g

The relationship l')etween technology, contemporary lrfe, and creﬂivr{yg is ea;plored A l;fl essays
lllust’rated RS / o T T T t;:’?f‘u ) «’l.“ﬂ .

- e '».' \‘ .‘l . > PR

<! Richter, Hans Dada Art%?-d Ann-/lrt New York: Abrams 1961 :
One: ‘hundred seventy-nine rllustrati’ons 8 in color and 58 lme dramnga”are used.t

L. b movement T e [ ‘ f T E L N

. » by - ‘. °. B cha SN . h ;KZQJ%:Q?;~:
- Rickey, George Cons&ru&’tzwsm.,,@zgms«md Evolunons New Yaork: *Brazllier, 1‘96“7 LN PR
i LA thorough re%qew of the constructrvrst movgment, wtth a chronology from 1895 m gé'l,’ as rvegpf 4T ]
> Xles‘sehqted blbgraphles and a, museum c art ..j'.; . .",. -e\ R z‘ seae Y 0

- R : A

(
° s

- 'o _Tgose, Barbara ) mertcancArt Smce 1900 A Cr}tﬁa‘l I}zzstpry New Yor’l;\ Praeger, 1967 el P .
-7 A well- kuown cn/n\c’z;x/cusses American art u}the tweﬁtreth eentury, cpvermgtrends and 1nﬂuenc§$ Ab )

o ba‘sxch;stotylof twen th@:entury Amencana. S , ” K
. T SR ‘,‘o. St ,~;;;';;_, " o . g - i,
R%senberg, Harold The De-Def (’?mon of Ah %ew Y'ork Htmzonx, 197%.- = AR
” 3 From acfion art to pop to earthworks Ana'lyz t,getensrons bé’tween Qmencan and European art plus' Ll
- -:" - \‘% » .

oy ahnalysrs ofspecrflc workgfi’ 'Q‘ ', RS - RPN S

)
’

- Rowland Kent sttory .oftige Mozieﬂf Movpnent \New York Van Noshraxrd Ret held 1974
) A complete study of the modern’ rﬁovement m art, qrchttectyre and désrgn from 1880 tg}todax

.9 I s g : I R
"Rubm Wllham Dada, Surrealism and Their Herzhge Grcenwlch Conn New Yo ~Graph1c Socmy
1968 . & ,(‘ ‘e - 5 e % '\ b “ ) t}

Numerous black and white photographs of Dada and Surrealrst pamtmg and scﬁl‘plure ili
authorS/comm,ents about these two movements, A chronolOgy, a brblmgra‘pl;y, and’

d .
« v o A
checklist are included. R A g e
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= ——, Dada and Surrealist Art. New York: Abrams,’ 1969. ' ’ ) *"*“
. Publlshe(ffor an exhlbrtlon at Museum of Modern Art. Good text traces theory ofthe two movements ’

?
‘

. Sarrls Andres. Interwews wuh Film Dzrectors ‘Nww York: Avon, l968
» i lntroductron covers history of film director as Creative force behind frlms Interviews wrth 40 top
! e dlrectors , . e RN . .
Sedgwrck Jr., John Discovering Modern Art. New York: Random House, 1966. '
This book is written for the layman. It attempts to guide the reader to an “understanding of .

contemporary painting. The authorﬁ,descrlbes the major styles of painting from Impressionism to Pop

3

Art, with mdepth studies of Ce icasso, Klee, Modrian, Pollock, and de Koonmg
. Sharp, Dennls A Visual sttor) of Tuentzelh Century Archuectu?e Greenwrch Conn New York
. Graphie Society, 1972.

A plctorlal and chronologlcal exammatlon of architecture from 1900 to l970 wrltten for the layman
. [

L4 -

Sloane, Patricia. Color: Basic Principles and New Directions. New York: Relnhold 1968. .
’ An unscientific fresh approach to colof, with consideration for new pigments and attitudes. Looks at  *
- color notation system and explains the workmgs of eye, lens.and prism. - ce

. Stern, Robert. New Dzrecuon; in American-Architecture. New York: Braziller, 1969. h .
The “Third, Generation” of architects who are now the innovators i : building examine odays
architecture with a view td its historical basis and its implications for future trends...
by \ *

Sypher, Wylie. Rococo to Cibisn®in Art and Literature. New York: Vintage Books, 1960. 7
.. Thebook addresses itself to changes in style and form in painting and literature. A solid understanding
- «"of historical facts relatlng to these areas is a definite prereqursrte to reading or usmg this book asa
) sreference. .S . . o
P Tlme-Llfe (eds Y. American Painting 1900- 1970 Momstown N.J.: Silver Burdett, 1970. .
- A susvey.in text and illustrations beginning with the Ashcan School and concluding with Op painting.¥
. Good colo}A’lso recommended for social studies. . .-

L T;me-er/Lrbrary of A"+ The. World of Mzchelangelo — Rembrandt, — Picasso, — Matisse, etal. New
M o - York: ‘Time-Life Books, 1970~ . RIS
" Each book deals with the.life and times of a partlcular artist. There is some’crltrcal analysrs but mostly
basrc factual’ mformatlon "The reproductlons arg excellents L —

~ -
. . A .
- Y ) s L)
. .
. - " -

: ' 'Vall;er Dora. Abstract Art. New York Onion Press 1970. ?
The book rs divided into three basic sections:.1) The origins of abstract painting and sculpture in the
. 20th centufy; 2) Abstrag:{)grt of .the Thirties; ia 3) Abstragt art after 1945, plus a comparatlve
N chronology. The emphasjs is on the theory and phllOSophy behind abstract art.
Van Doesburg, Theo. Principles of Neo: Plastic Art London New York ,Graphlc Society, Lund, 1966.
From the orlgmal published in 1925, this book carries a reproduction of. the cover and typographlcal
layout }hat~was actually used. The information is in its original form and the 1llustratrons are excellent .
This is'an excellent source for un.derstandmg the de Stijl phllosophy . ‘ ' .
e - " .. . . L

" - Venturi, Robert. Learning from as Vegus Cambridge: MIT Press, l973 - : At
This is a three-part book abou architecture and city planning based on an erght day student trip. ﬁrrst
rsectlon is lllustrated ‘ ) . . , '
, S : o
. . . v - .
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K Weller, Allen S. Art U.S.A. Now, Vols I and 2. New York: Viking Press, 1963.
T TAttists ol —the—sixties JMLSA worldwur Arranged by artist, with quotes Excellent‘

reproductlons _— A . : T .
- 4 ’ .
: : )
- Wenden, D.J. The Birth of the Movies. New York: E.P. Dutton, 1974, :
* A brief history of the film from its primitive days up to the talkies, Movie history is discussed in terms of
.. . cearly styles,.as a business, and its impact on society. * ’ )

" - Wijsenbeek, L.J. Pier Modrian. Greenwich, Conn.: New York Graphic Society, 1968.
His life story and a retrospective photo essay of h1s work.

WllSOn, Forrest Architecture: A Book of Projects for Young Adulls ‘New York: Reinhold, 1968.
Presents imaginative projects Wwith drawings and concise text. Provides students with the basxc

principles of architecture and an awareness of the ph}losophles underlymg classical and modern’
archltecture ' ) .

» P v

K S

H

" «— A History of Architecture on’t - Disparative Method. New York: Van Nostrand R) nhold, 1974,
. Anamusing approach to understanding architecture helps the student dev elopa technique for looking
" at things and relleves the tedlum'of scholarshlp

e
[y

Wolfe, Tom. Kandy-Kolored Tangerine Flake Streamline Babx.’ New York: Farrar 1965.

Book covers colorful phases of Pop Society from dls’CJockeys to taxi drivers and includes styles of
halrcuts, clothing, ety .

.
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Art Forum , N .

Suite 807 . -

667 Madison Avenue . :

New York. N.Y. 10021 - . : o .
" Art in America : ! o
‘150 East 58th Street” .
_New York, N,Y. 10022 - . S

- .
LA %
. - ”

4 »
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RESOURCES

, .. |
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-FILMSTRIPS « S
" The Céhnter for for Humanitjes, lnc

—

Whlte Plains, New York 10603

lOQ#ears of Modern Art (Part 1 and Part 19} (shdes/tape) -
Man Creates: ln His Own fmage-
. @
Educatlonal Dnmensnons Corporation . ' .
Stimford, Connecticut 06904

2 #,

nderstanding Modern Architecture (Part I and Part 11) (fnlmstnp/record)“

U
\/ﬁ)derstandmg Art (filmstrips/tapes) .

. Understanding Abstract Art (filmstrips/tapes) .
Understanding Modern Sculpture’ (fllmstnps/ tapes) ° . .~
Understarding Pop Art (filmstrips/ tapes) o
Understanding Op Art (fllmstn;iS/ tapes)

Elements of Sculpture (ﬁlmstnps/tapes) -
Apprecnatmg Abstract Art {filmstrips/ tapes)

Warren Schloat Productions, Inc.
Pleasantville, New York 10570

The 20th Century: The Age and lts Art (2 fllmstnps/record
PERIODICALS \ L.

sArt and Man
902 SyIVansAvenue
Englewood Cliffs.” N.J, 07632

APPROVED SOURCES FOR ART REPRODUCTIONS

. «Shorewood Reproductnons Inc.

475 Tenth Avenue v
New York, N.Y. 10018

Van Nostrand Remhon Company
300 Pike Street ‘ ‘ - -
Cincinnati, Ohno 45202 -

'Natnona[ Gallery of Art
Freer Gallery
Hirshhorn Gallery
Phillips Gallery
Cbg:;pran Gallery

V¢
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3 o~ - '5.\ — - O . CHRONOLOGICAL OVERVIEW OF 20TH~..GENI RT — . -
" . 'AND ARCHITEGT URE RELATED TO HISI.ORIC EVENTS ) 5 7
- . . %+ This informatjon may be used as the basic for a Flow Chart. - I,
. v, ' (See Activities listed for Part1.) = ' - :
‘v . - O¥ N . . : - - » — — . - i
b 7 o 1\900-1920 Historic . - . e - - - <
Events Pamnng * *  Sculpture Architectiire™ ~— " ~ ., Other- ©
BTN «.‘afr Roosevelt — Qpen Door Policy FAUVISM = 1905 CUBISM . Frank Lloyd Wright (1867-1959) Graphics: -
71901-1909 o Maus%g(1869-1954)(lnﬂuenced by * Duchamp-Villon (1876-1918) Integration of mass, space and Munch BN
e - " van Gogh, Gauguin — colots) ~ Lrpchltz (189l 1973) : surface ~——German Expressionist ‘
2 .or Planck‘s Quantum Thcbry 1900*. . Break with nature and representa- ¥ ‘ T - ’
2 . ‘ B . : FlGURATlVE EXPRESS!ON- — ., - - : s e .
: Freud $ Dreams — 1900 ‘ R 1 ' ART NOUVEAU ART NOUVEAU
PR ° CUBISM — 190261917 ! 3 Lembruck (1881-1919), — 7 _Expressionist- tic-in nature i - Tiffany glass— <
o Pavlovs Condmoned Reﬂex 1900 Analytical and synthetic ) ~ Barlach (1870-1938), Lnﬂuenccd by, spired, ornament natural, flow
0 * Picasso (1881-1973) Rodin) / T el of abstract, configurations " . 2
KN .‘_' anht Brothers Alrplanc 1903 Braque (1882-1963) (Influenced by . .o : . “Hona- (186+1947) . . :
L. 7 JapanDefeats Russia_{905 African_sculpture, Cezamne’s . ABSTRACTION G (1852-1926) ™~ '
o, L - work, and reaction to camera) ._| Brancusr (1876‘1957) ) van de Velde (1863-1957)
o : N Emstcm s Theory * “of Relativity ‘ : ' . 7 , : T S
R To190s. ) .o s / Ty
RN . ’ - EXPRESSIONISM . «___ Py , . ;
S Tnple Entente: England, France, The Bridge Group 1905 . i : a )
- "Russia 1907 IR . The Blue Rider Group — 1911 . '
- . Kokoschka (1886) ’ i >/ - — .
g Ford Assembly Line 1909 - Marc, (1880-1916) . o . ] ' - T . . o ,
Randinsky (1866<1944) (Influ- * - > T ——— .
B e Revolution of China RcPUbhc sel,.. . ?gnr:;:gy v;m Gogh br)ush(“?of:ll: 0 . ‘ . ‘
K ’ ’ & - N .
o up 19“ . ' Fauvrsthunch) ’ rft‘ - . - -
T W°'9'd Wa’“?“""”‘” S.eRerS  FUTURISM 1908 £"FUTURISM " . DeSTULGROUP - -, - - i
’ g . 1917 . Italy ‘(Influenced by Cubism an and - © Boccionni {1882-1916) ’ R \ .
o - . industrialization) ¢ o . - - . . - .
v - - - X} .
S e . 5 Bésed On literary concepts ) w - B ‘
» - - Carra (1881-1966) , . g , , — o
% - “Balla {1871-1958) . . - g e
. T e . : - .
. ) . ) - - e .
- ; i i ’ 4 > 7 . - P ; -
_— * * Bolshevik Revolution 1917 DADA — 1916-1919 " DADA ~ 1916-1919 / Loais Sulhivan - ‘Photogranrﬁ'Strcghtz .
D ‘ LA S Reaction‘to art of the Academy, < .. : 3 > Wailiwright. Building (first tall v, - |
C Wilson’s 14 Points 1918, Arp (1887-1966) . ' L *Mburldmg — 9 stories) - e o
League of Nations 1919, Schwitters }1887-1948) : s + . . ’
. ‘_ ‘e Flrst radiq station regular schedule  Marcel D, mp (1887 1968) Tk - - * L. ] R . ‘ N
R T [m) Py rf"' s PR = . » k WQ*MWH!‘M:‘“:‘Q“;.&} e .. .
el e - 2 S 45
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' *1921-1945 Historic,” .
o7 Events
B ’ A . - . o
S ,Mussohm takes over m lla!y —

’ 1922, -

Ruth hits 60 home runs
First regular v broadcast in USA
— 1928

-

« Painting
"
SURREALISM — 1920's '
Dali (1904- )

Miro (1893- ) {

- Matta (1911- )

MEXICAN RENAISSANCE

Stalin-Russian Purge 1928
U.S. Stockmarket crash 1929 ',
Spain becomes Republic 1931 ™
Hitlér seizes po in Germany
1933. e :
. Roosevelt — New Deal 1933
‘e Jessie Owens + 4 gold medals in
Berlin Olympics 1936 .

N"‘

£

.~ . Spanish Civil War Franco winsy,
) 1936.

[ 'World War 11 1939-1945 -
_Ted Williams last to. hit 400 —»
1941 -
- . v N
First large tomic explosion 1945
Penicillin discovered
-~ Redskins wnn last championship
1944 T - ’

- -

%
I
P ' A 0

Computcr technolog} devcloped

T . 1944 * .
Atomic bomb dropped on Hll‘OShl-
. ma 1945 «
U.N. pha.ﬁ{ signed 1945 2
- . ‘ » ~'_‘r,
< - . P
w *
., = .
. . ) .
. \)“ P

, T A °
e - .

. Bor . . :
. . 2

Rivera (1886-19573

Orozco (1883-1949)

Tamayo (1899- )
(Government murals. socnal real-

. lsm) ¢
A

ABSTRACTION .
Malevich { -
Mondrian (1872-1944)

Social Realism inr U.S.

Benton (1889-1975)

Wood (1892- I942)

WPA in US,

. Picasso’s “Guermca * I936
Europcan artists flee to U.S. l930‘

Stuart Davis
Barnett ﬁewman T,
Josef Albcrs

Arshile _Gorky
. . e
- ¢ 3 -
. * 'ﬁ". '
Paul Klyc
. 2 .
XA " .
\
s - ‘ \
«
0
.
&
LN + . ..
v -~

.

P4

Other

o

-

Eames: fi umiﬁi’

.

Photography: ManRay abstract
film

Sculpture Architecture
» : B *
SURREALISM ' BAUHAUS — 1919-1933 led to
Arp (1887-1966) - Internatidnal Style
Picasso (1881-1973) Gropius (1883-1969)
Ernst . L Saarinen (1873-1950)

- . . L.eCorbuster (1887-1965)
CONSTRUCTIVISM van der Rohe (1886-1969)
Pevsner *

- P s
Gabo (1886-1962) ¢ €
(Bauhaus, Cubist inflyenced), %, h\ \
- . :ﬁ: “ '
ART DECO
EXPRESSIONISM
Giocometti . e “ .
. . &
AN L
‘ . S
' 1
- R -
. &
/ e SR ’ -
. ) S -
2 ‘i ' -
. - -
$1obile sculpture Alexander Calder T = .
(1898:1976) - <
' Pl
3 .
L] ” - - - -
’ ‘ r -

~ Cartoons: Chester Gould

Ilustration: Norman Rockwell
. s e

i

-

¢ L
Industrial Design: Russell Wright,
Raymond Lowey

Hollywood films: *Cecil B~ De:
Mille, Walt Disney

]




o

1946-Present Historic:
Events -

U S. Marshall Plﬁn 1945
Israel Independence I948

NATO founded 1949
Communists and Mao win in
. China 1949 h

.

Y

’ ‘ . : .o ®

¢ Painting Architecture
ABSTRACT EXPRESSIONISM ABSTRACT C(_)NST]EEUCT[ON ,INTERNATIONAL STYLE
Pollockﬁ912~l956) David Smith (1906-196%) - .
deKooning (1904) Moore van der Rohe: Seagram Building

T N . » ~ -

Kline (1910-1962) HAPPENINGS Saarinen: Dulles-Airport

’W'lontreal Expo 1967 |
. Buckmunster  Fuller:

(Improvisatibn, action painting;

influenced by Dada and Sur-  CONCEPTUAL ARYT - Geodesic

- Ar e
v g
I
& - ke 4
R
S ohe, 3 Other N
N
oy 5t
- ',\ .

Cartoons: Al Capp

. r
{llustration: Norman Rockwell

i Korean War 1950-1953 ' reallsm) Pome (originally designed in
' US. Supreme Court outlaws Albers * v/ POP ART .~ 1936) . P ﬂlustratlon; Peter Max
segregation 'in public schools  Kelly Segal ‘Safdie: Habitat K
1954 N Stained can—gs—m—m ¢ Oldenberg .", ~ Edward Durrell Stone: Kennedy ¢ t .
) First hydrogen bomb 1954 . v Center , .
< - - AS_SFM,BLAGE: . " Soleri; Environment and city plan- -
“Sputnik 195 - - : POP ART (osigins in- Dada) nirig .
'First manned spdce flight 1961 Rauschenberg Louise Nevelson " -
John F. Kennedy assassinated Warhol ) ! . 7
- 963 .o e Johns , ENVIRONMENTAL )
b r . . ’ + Sculpture = ,
U.S. lands first mamron the moon  OP ART Laser beam Rockne Krebs . -
‘ " 1970 B. Riley . - . £
¥ . Massive U.S. intervention in Viet- - ) N
. .. nam 1965 - SHAPED CANVAS . . . ; * ) v
Martin L, King assassinated 1968  Stella 3 C : L . : , :
Robert F. Kenhed tcd‘ . o ) . N
1968 eniedy assassma Fritz Séholder: American Indian . L ¢ s 4
. P ,
. \‘Vashington loses daseball team to ~ ' . .
¢ e Texas 1972 . N -& .
. — . . -y .
- Mark Spitz — 7 gold mcdal’s ~ 2, T .
.7 . Olympic swimther : - DISPOSABLE ' ) :
S MULTIPLES L. ) . ,
Watnrgate 1974 Christo’s “Curtain” and “FeWce” .M. Pei: National Gallery
U.8.-Russian ﬁrst]omtspaceﬂlght . ) oo b ’ ) ' . - \A .
3 1975 . ‘. . o z, #”Metm subway Washington, DC ; -
viking lands on Mars 1976 . e T S, - .- ! (
’.‘&'E/ : l A\l [ | ' .
ST ; L, .
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-, e * '
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o : APPENDIX B’ T e
. MOVEMENTS'AND STYLES IN 20TH CENTURY ART . -
The art of. the early 20th century was linked to that of the 19th century by a group of artists loosely (,
categorized as Post-Impressionists. Artists like Monet, Pissaro, -Sisléy, Renoir,- :md._chaQ carried
Imptessionism a step farther-by trymg to capture the spontaneous ahd transitory effects of Ilgmon form
rather than emphasizing form “in, a controlled space as did Cezanne and Setrat. Thi§ branch of
Impressionism led to Cubism and other geometrically-inclined movements while van Gogh and Gauguin
inspired the WOrk} mtum e and emotive artists like the Fauves and E)(p“ressmmsts . . .
. The mg%'ements and majgr Styles in 20th century art are: . - _4 .
- Fauvnsm ' * ‘ AmErie{in Realism LT e
Art Nouveau or Jugendst'll ’ , - e ' 7.
.+, Ashcan School , - e X Cublst~ReaI|sm T
X ExpreSSIomsm N N - Romantic or Surrealistic Redllsm
’ - o~ \ . ‘Abstract Realismi - ¢
. T, The Bridge \ = . - ' Expressionist Realism v
T " . The Blue Rider A i : ‘Magic or Sharp Fqcus Realrﬁm /
-#¥he New Objectlvffy "\ . ) :
«  Independent Expressnomsm _Abstract Expresslomsm g ’ .
American Expressionists - . . =P . U
- R - Post-Abstract Expressnomsm N
+ "' Abstraction o . . ) Assemblage L .
T CubBism. - N Formal ﬁ)bstraction -
.Y %
. Futurism . o . : e
Orphistn  * . C R
v ' Putism e . % T ‘ S
M N ‘. o <
'Non-OB,jectiv o 7 - . )
\ 5(541«" Ly - 4 R .- . o ' i ~ p Ve
Nco—Pkucnsm s g: , i, ; s . * °New Rc iism !
Suprematism % R j—,f‘ S ‘En wnmcntal Art .
o *  Canstructivism® ke T ’ Te‘g, Art’ 8.
' Dadaism ) . o oo % é‘ Doqumenta B V )
y & . e L. e vo T
Surrealism - L e ‘ ¥ Conceptual - _ .o
- .. :r . w1 ‘/H: Happ‘&a\gs ‘ a4 K %
N Neo-Romanticism - g R I?léaosab s ’ )
i antasy ' S 4. p DS
' . } ¢ ."i.ff R ST y
A . ‘ 'iu‘: 0 / : '
/ . ¢ . ' «g N - . T v
o : \ : i S
. \ ! (e LB b E iy »
, (’ ’ ~C’° : i R R
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..+, - FAUVISM 1900 e .o
/‘ Centered ini France the, Fauves. meaning wild beasts, were influenced by the large, &old flat-color areas of
.Gauguin "and the cojor dissonances of van Gogh They were interested in)the dynamic qualmes of color,
within composmonal limitations®
. ~ . : \{ .
“_)lajor artists: - . P ¢ e
‘x‘ Andre ber r s~ Pablo Picasso° . ;
v -Raoul Duf Maunce Vlamrrgk,. R .
\ g  Henri Matiss — - -~
,T ART NOUVEAU-OR JUGENDSTIL 1890’5 — 1920 - o ‘ ,'
. U = e e e e ~. _ o %
Popular in central Eur8pe and\Britain as part of a spiritual revolt agamst the materialism of the firne, the
group y ook its name frdm the Munich magazme Die Jugend or The Youth. o - .

©

A style of flowing curvilinear lines was produced, with free‘,loose ornament based on organic forms; e.g.,
flowers, trees. Found in the work of Gauguin, van Gogh, and Lautrec, the style was réflected in the
architectural ornament of Henry van de Velde in Holland and Louis Sullivan in the United States.
I4 - s R - ¢ ‘ X " Tt .
Major artists:, . & .
£, ) . ’ ) -
\
Aubrey Beardsley ° . ) :
Gustav Klimt )
" Edward Munch
‘ - ’ 'l . N '

ASHCAN SCHOOL‘woo’s-1936's

This was a group of/ ’American Reahst pamters&v(g in New York, mostly concerned with portraymg its

slums and squalor — hence the term ‘Ashcan. Ghlorful and intimate aspects of city life were painted with ™’

gray tones in a romantic or sentimental manner. The moverient was a reaction to the academic, superficial

style endorsed by the Academy. o \ o \

The originalﬁgroup, called “The Eight,” was composed of: . ' ' N
$ .

)

Arthur B. Davies
.William Glackens

P o -
P,

A%

George Luks

, Maurice Prfgndergas

40

-
>
LB

- Roberi Henri N Everett $hinn w B
. Ernest Lawsofi John Sloan .
¥y . . . ' e o -
- . - Other major artists:’ .
| Georgé“ﬁéllovys‘" . ’ i
Guy Pene du Bois . ¢
" EXPRESSIONISM l9lOs-l940’ K . ) -
Expressxonlsm was primarily centralEuropean in origiri. Form color and space are drsto’d in search of
- --emotional’ essence nght is manipulated for dramat;;c effect. ] f
o . .
The Bridge, or Die Bruclge. This form wasinﬂuenced by vz‘)gh, AYrican sculptﬁre and Fauvism and was
7 - formed by students from the Dresden Technical S¢hool. s - . B

)"( ('\
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¢ It produged dlstorted byt still representational and tanglble forms Heavy, dlssonantcolors revealed i mner
responses. ) . i P
- " Major artists: ) ) _ “
o e Erést Barlach - " Emil Nolde . .
N Ernst Kirchner T Max Pechstein .
° Q-
The Blu Rider, or De;«Blau& Relther This’'name was derived from a book by Kandinsky. lnﬂuenced by
Gauguin, Delaunay, and folk art, this’ movement absorbed the B;ldge Group.
I'l' o d
) It produced rhythmic, musical. expression in which form penetrates.fo_rpf and color penetrates dolor.
—_—— Interest in improvisation rather than subjeéts. First nonrepresentational painting by Kandinsky.
&£ L T . LT s
. Major artists: . ( o St
. Lyonel Feininger ) ] . Paul Klee ¥ ' : b
- Alexeil van Jawlensky “ Franz Marc . ’ .
Vassily Kandinsky ’ : o ) e,
- The New Objectivity . . \ . .
ThlS was a reactlon to German society and politics after World War I and was expressed in satire, dlrectly
;. _ related to the Purlst reform. in Paris. . . \\ .
Works were produced thatare reg@entatlonal but werymtense in mood and clinicalin detall Styles varied;
some reflected, psychologlcal and nervoys sensrblllty '
. a~
Major artists: o - , L.
' Max Beckmar . P Oskar Kokoschka .
Otto Dix | . - <. Kathe Kollwitz e
: George-Grosz - . Oscar Schlemmer#
\ . \ .
ey, ~ Independent Expressionism 1910’s-1930'¢ N .
. These independent ﬁgurati.ve or representational Expressionists were inspired byChagallg;nd de Chirico.
) J Their styles were romantic and lyrical compared to other radical innovators of the time. It mcludeg the
B group called School of Paris. . . s L
< ’ P ” . . ).
Major artlsgs: . ) . .
* Max Beckmann P "~ >, George Roualt .
/Osk'ar Kokoschka.. -~~~ _ . Chaim Soutine -, . -
.7 'Wilhelm Lehmbruck ~ - 7 Maurice Utrillo -
. Amedeo Modlgllam : . '
. Amencan Expressnomsts l920’s-l940’s —~ ' o " N

An inde endent group of artists, some studying in” Europe and interpreting thedries of Expressionism,
P group ymng P p : ( ,

interpreted the Am’erican scene in strong (sometithes harsh and crude) forms and colors. ,

t Major- artists: ' ', y . :
Arthur Dove - ' Winslow Homer ~ ., - . '
William Gropper - Jotin Magin ‘

Marsden Hartley - . Franklin Watkins

[KC' o 4 0% { S
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* ABSTRACTION . ' i o
7" Cublsm 1906-1930's - - R ‘ ' v
B ‘Cdﬁism is a method of visualization prompte} by Cezanne and stimulated by the simplified geametric forms
’ _of African sculpture. . - - .o :
e ; . " . ‘ N 3

v

L4 .

Cubist painting may be viewed ‘in four developmental periods:

=~ - I-_Instinctive Cubism, as de\elbﬁe by Picasso and Braque, consisted of natural forms reduced to

;* . 4
. . simple angular facets. _ o / . [‘/
{ : _ : £
Yo - Major artists: T " ‘ .
Coe . Georges Braque ’ « Fernand Leger
— e Juan Gris . " Pablo Picasso' o ’

2 f\ndl)tlcal or Systematic Cubism in which the planes ofobjects become.pattially transparent and
sometlmes fuse with the background. The viedver is placed in the picture plane, looking dmb|ects

. \ . erm many positions.
“Majoryirtists: : .
N - b . - ‘
4 /\a. : ‘ VA : .
. Albert Gleizes e _ o o
‘ Francis Picibia . . . ©oe \ ?‘
. . « 4 ‘ . - P
R . Dicge Rlvera B . — . ~
b- 4 - —- -
¢ 3. g)nthenc Cubism describes conrpesitions in which parts o(_,b,\ects are arbitrarily sulccted and
o - plackd to satisfy the néeds of a composition. | .
Yol . ’ . - - 4 . + X
_ u»{? - B _ . — “T""
L ' e
# Marc Chagall - ! .
Stuart Davig Y - :
X Robert [oelaunay . It
~ 1 ' N
1T : '
. = 4, Kinetic Cublsm in which an attempt to represent actual movetreqt was added to the technigues of
= Cub-lsm . .
. vey RS _ P [
- . ¢ . ' . <
Major artists:_ . : . Yo
. ‘: - . ' i N
’ ’g oo Mdl’CCl Duchamp . T Joseph Stella _
. , Raymand Duchamp-anlon Max Webber - S . Y
= . . ‘ -t . - ) < : ‘.
. Cubist sculpturg remained experimental, lacking 3 common denominator thaf could identify « period.
\ . ) ‘ - . . . . ’ ) - N
Ma_]Ol"'CUbISI sculptors: . . ° e . .
. ~ . ’ - v q\t . - . . - s, X
P " - Alexander Archipenko "’ . . Jacques Lipchitz - . .. —
- Umberto Boccioni - Pablo Picasso -, /
. e . : - N ) *
- fJianl_‘;Laurcns R { . , - - '
— .“ﬂ# . - ' . - -
. « . i - -
- . ! ¢ N N . 4 > k




Futurism 1910's-1920s  ** . e T T T e

-

¥.
Centered in ltaly. this off-shoot of Cubism was msplred by a machme ard war-g,lonf)mg literary ,
. movement. It was a style dedicated to violent movement, speed, and aggressiveness or the simulation

o ) thereof. Fragmented forms, penetrating shafts of light, multiple exposuré and exmtmg cdlor vuere uscd
e decisively to convey a sense of movement. Related to the motion pictures. .
. ) . - =, A
Major artists: o - R )
Tl o - . . ) * i .
. Giacomo Bdlla ~ " Gino Severini . ] . -
Umberto Boceioni Joseph Stella ® . ’
) Carlo Carra | . . o : .,
e Ofphism 19105-1920s  ~ Ty e - ‘

br’phism\JS'/mowement in Frefich paintidé;}u{t(garted \nth the prerhises of ‘\nal)tlcal Cubism, Colors
were mtcnslfled -and compositidbns were liberated Qm the object.

. i . - . ) -
*Major artists:» ,
& , ' > .. .
Robert Delaunay : . * Morgan Russel ! SN
Frank Kupka ~ Sonia Terk . L
* Purism 1920's N (
- /Thls reerm mosement opposed the deeoratngness of Cubism and W § gunded by intel eor}_\ rather
’ than emotion. A favorite device was equivocal _spage. . )
, .
- The style’ suggested ghe Neo Clﬁsslmsm of Picasso co with a Cubist intefedt in machind forms.

Rcestabllshed the importancé of e\er)da) objects using the form-language of S)nthetlc Cubisnm.\,

4 .
-~ - - v 7 ~ N

Major argwts . < . a® o e .
B - . . : o .
‘ s - -ve ® , o
- . Le Corbusler (dmrles Edward Jenneret) Amedee Ozenfant &
3 Fernand Leger . P ‘ Oskar Sdﬁlcmmer - .

NON—OBJEQTIVE ART — Revealed by Vasslly Kandmsky in l908

Neo-Plasticisin (de’ Stul) 1920's T ’ . . e o
This movement was orgamzed in Holland to effectuzgt7 cooperation between painters and ,sculptc‘)rs‘
’ architects. and mdustnal“desngners —_ s . ) . s s
- s . . ' ‘ .ﬁ‘ . . u ..‘ (.-- N : } )

. Their credo identified two basic elements which were applied to painting, sculpture, architecture. furniture,
poster design. and typography. These elements were: (1) the rectangle as a basic form,and ) red. blue.and
yello‘ as the basic colors. They also. expenmemed in film and exerted astrong mﬂuencc on the Bduhaus
. IC . ! * Lo . . s
-~ Major artists: : ‘ )

i . g, . ' ' : LT °.
< . ., Theovan [fpésburg ' _‘ \
: . . . - "’"‘“ﬁ . ’ )
. . < . - \
. 4 * . « R \ A » .
. - | :
ot ( . - .o ] .
o 8 ! . y . 43 P L N R
.
o . ' . .
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Suprem_ati§m 1910s |,

o

.
*”

. Suprematism was a movement founded

.more conjfructive rorhanticism than’

‘indfvidua{s psychic life. For Dalir Tanguy,

7 forms in an improbable setting. Another styl¢ was jon-figurative agutomatic writing as exemplified ift the
N =work of Masson, the result of a free and uncon cg'ous activity of the hand. Ernst created frotrages by
' - transferring rubbiags of wood grain on the canvds! - oo o |
5 2 SRR
o, * ., - H . [ . . . .o
. it Py . - Yo R
Major artists: - ff -/ , .
o v . ‘ o '
< SalvadogDali ’ : . Andre Magson, , .
P Paul Délvaux. . A -Joan Miro . ‘
o . MaxErnst . ] Yves Tanguy ~ -
. . - Renfe Magritte : P PO o . ( - S
Q ’ . ’g 44 ~ . > .
w - . - 7 * . .t - -
”E lC . N * T \nk . * 5“6 - :
R C { T e o . , ST

. A direct outgrowth of Dadaism, Surrealism was thedast outstanding moventent in

in Moscow by MaleVich, who tried to reduce art to its geometrie

e _ fundamentals. Enjoyment of these paintings i$ derived from the perfect aesthetic placement of simple forms *
.+ and the inherent beauty of circles and squares. toe ) :
i - - ) : ’ 4 )
Major artist: Kasmir Malevich LT i J -
. V.. * Constructivism 1920’s | ’ ) 0
.-t ’ . [ K - e =
~* . This form originated i 'Russia and was pamed after the assemble}j constructions of Tatlin. Influenced b_\" :
PR L. . ¥ S nstrus S |
Mafevich.'who sought/to liberate art from the representational world., .
- . . R . ) . Lt ’ . )
2 Open. non-volumetric architectonic constructions of wdod ahd plastic were considered a reaction against
. the natyralism of Cubisa. T e .
e z - - .- . » \ 7 - ‘ '
. Major astists: ; [ :
' o T / L L T h - i
e Jose{ Albers c e Ben"Nicholsen . ‘
" 7. Alexander, Calder - i Anton. Pevsner . .
% Naum\Gab/b N Alexander Rodchenko, | : ’
Lazlo-Moholy-Nagy : . Vladimir Tatlin -
, / ", N 2 /
© Dadaism 1910’s-1920° - Lo T .
. s )l(’) ’920.5 . ;. —
Begun in 1'91/6 by Jean Arp and others in Zurich. the term Hada was selacted at random from a dictionary to
express thg illogical nature of the world which was t’hen immersed in World War . -« ~ ’
[y a ‘ . N : . g >
i/ ‘V/ .- . . ! A * : 0 ., ’ .
. A form ol/% serious artistic buffoonery, the movement became the basis of Surrealism and led to the
..« recognition of chance as an element of design. Collages and constructiods using ready-made objects were
- ~oused. along with abstract imagery. to portray the moral corruption and gerlleral spirit of negativism of the
4 . . - . d .
ume. L .- . N } 4
. 7 . » ) < -
- b N - } —~
- Major artists: ‘ ) . L,
- - . ' 5 - ¢ . i .
; ) . "/ . * N {.4 . - N ‘. , . a . . e y
., Jean {Hans)Arp . °~ - . Francis Picabia ., . -
N Marcel Duchamp g j Kurt Schwitters ’ ’
.. Max .Ernst ./ 3 ‘Sophie ’I}xeu?erIArp NG oo ‘
CLt - George Grosz. RS oL,
. - - 1 . . 2 % B ) R
. . .~ - N ’ . )
= - v SURREALISM 1920'5-J930s  °. . Hy A L ;- :

was a reasSertion of the importarice of the

Dada, Slin{ce}list art cass
the style consisted of confrasting images and

and Magritte,

European painting, A .

.

r

N

J

-




‘ Begmmng in the late 1920, thls movement represented a psychological escapism similar to the begmmng of
. Romantrcrsm a century earlier. r . 0

Influenced by Picasso’s Blue Period, sentimental themes included sleeping people and deserted landscapes.

- -

+ Major artists:

- T "
- . ] o .
**- Eugene Berman b . . .
_ . Pavel Tqhelitchew .- . o
Lot ’ L _ ' .. . .
Fantasy . -, ) L
> 2 - . A ‘ - . -

The art of the unearthly and unreal has recurred throughout histary: Although the styles of various fantasy
artists may reflect the current movement, ‘their works are characterized byva natural unrestricted expression

" complete control of the designer’s imagination, sometlmes-reﬂectmg a profound spirituality or moral sense.

T, -]0 . ‘ . .
. - . [N .
Major artists: . .o .
B >, ,
. Pail Klee  \ . s , .-
. (J()an MiAl’O N “ . : - . Tt
Odilon Redon - ‘ . o
S S ; .
‘- AMERICANREALISM % 1§ S ~
¢ T e ’ 4 4 N . .

The Amerlcan depressron of the 30°s and the U.S. participation in World War 11 generated an increasing
interestzamong American artists in the Amer‘lcan scene. /This art of social conscrousness although inspired
by the pressure of tvents, took several dlstmct paths determined by tite influences of Romantrcrsm
Surrealism, Abstractionism, and Expressxomsm "Some of the artists were regionalists, others wefe satirists,

both commented on the socral and polmcal events 'or tonditions of their time, s
N : é ‘ s . ¢ N
Cublst-Reahsm (‘Precnsromsts) 1920's ! . . ° .
4 M 1 -
P) ‘i . 3 ‘9 - ; . .
- This is a re_alrst sty'le controlled by geometric simpliﬁcation stemming from Cubism.
P . "'T-‘.__,_, v o ; -
It is precise, often photographic, art that i is strlpped of detail to the pomt that 1t becomes abstract in its
} * N impact. . . - . .3 ‘
N . Tl . 3 ¢ ,
N i . . . L e , . > -~ N * .. N . .- .
© Major artists: - . - . : ; Sy 'L s
. - T J. ~L \ ‘/'A: ‘ ij . : 7 - e h e T " -
) * - Alexander Archipenko . i Morton Scha berg . LTy T
N Ralston' Crawford . - ' 4 . Charles Sheéldr CEE
ol » Charles Demuth .o ! - ‘
‘ Jacques Lipchitz ~ - > C
. . N . , - 1':‘ - P P
- . o ) . o - .
- T i T ,
- . - ! RS ‘-
S T o :
. . O M
. . { . ¢
, 7 - 45,:50 L - '
Q . ' . A s ‘ .
ERIC . : - N -
- : - S S s o
. R o ’

.o o, Neo-Romanticism 19305 ' . -

"o

of the imagination. The style can be described as a childike, or dregm-like, world of fantasy under the i
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y © : . .
P % * ) © .
e v L. \ , o -
T k. % 3 o
- Romantic or Surreahstlc Reahsm 1930’5-1960’s~ e e - L
P ;r . L. N
This is an lnternat'lo.nal movement that has recurred thsoughout the century with some varlatlons.
influenced by Romanncnsm and Surrealism. - . - .

. .
.. s
- .

. Itis a naturalistic or photographlc style in which the artist carefully reproduces the eTements of nature, but i
“he also creates an emotional tension or a sense of suspense. .

Majpr artists: s S . w
- o« . ) . . ! R SR
- Ivan Albright . v ) -Yasuo Kuniyoshi ‘ v .
' " Eugene Berman . . Julian Levi . .
Peter Blume , Loren Maclver L. '
Edwin Dickinson ) ' Georgia O'Keeffe
"= Morris Graves =, George Tooker* ’
4 Rockwell Kent - Mahonri M. Young R -
. 1 . , - A
Abstract Realism (American Scene and Region'alism) l930’s e .
_ ThlS _group of artists mtegrated the flndlngs of Cublsm and Expressionism with the older American R
5 tradition. . . 3, ;o ‘ . - v .
Alth ough the artists were faithful to actual appearances, the formal and abstract elements ofabsubject were N
. emphasized but not to the exclusion of simple hurpan yalues. = .
. - N “ .. i ’ k]
‘ *Major artists: : N : .
. t . ., LR '
R H , + i < ‘.
- Milton Avery . - S ‘? Lee Gatch i ]
homas Hart Benton _Malvina Heffmar o L -
Charles Burchfield - - i *Edward Hopper' . = i A
John Steuart Curry - L “Gaston Lachaise - o Ty
] Stuart Davis (,. . "¢ John Marin : C , b
{ H . "
Arthur Dove Hugo Robus . .,
. Lyonel Feininger ) : ?,“‘Joseph Stella Co N . 73 1
John Flannagan o : . . 3 Grant Wood . N ’ 3{ .
; . ] . LI 5 . i i
Expressionist Realism (Social Commentators) 19.‘;0’5. K o N ; ’
. . kY 3 i - ,
This was the prevailing style of work done undbr federal government support in the UnlteH States. ’
influenced by Expressionism. - 3 } s .
- oo v T o [ SN .t
~ Artists communicated their strongfeelingé about isocial justice through a sharp, ajlusive, Realtst' style. . K
- . B - . . ' - 3 o . - -
‘., ot R ’ i‘ RN . ~ ": ";; 5 i
\ . Major artlst‘s. 10 Coe By ' i
v i "' a ; . k] N Lol
N ‘ Leorard Baskin * § J Walt Kuhn - ) § N , o
Hyman Bloom ;" Jacob Lawrence . ‘ R )
Aaron Bohrod “{* Jack Levine 7
Jo Davidson A hd J» Regingld Marsh ¢ vy
- Adolf Dehn ‘ | } Ivan Mestevjc b ; ,
Philip Evergood A Jose Orozco e . v 7
William Gropper ’ Abraham Rattner * . '
Geprge Grosz _ ‘ Diego- Rivera i -
Robert Gwathmey " BenShahn . .
. . Marsden Hartley . i Walter Stuempﬁg A 5 M * .
. Karl Knaths ' . ‘
46 1 ! 3 \. v

o & i j Y



Magic or Sharp Focus Reahsm l940’s-l950’ S <

Dlrectly related to-the- Amerrcan tradition of the precrsromsts or “The lmmaculates,” these pamters were
nevertheless xdeologrcally independent. -- . -

» b ~ s -
The style develops Reallsm toa pomt 50 precrsethat it grves the ordinary world a sharpened mtensrty that

sometlmes make it mysterious or fnghtenmg . .
Major artists: ~ e )
‘ Balthus (Klossowski) _ PaubDelvaux© - -
. © Carlyle Brown , -~ Pierre Roy T A A
i} Kenneth DaVrs . ' Andrew, Wyeth . - o
- ‘ @ .
o . ] |
ABSTRACT EXPRESS[ON[SM 1930’s- 1960’ . . - : ) o
— . '. . e v =
_ 4
This nonrepresentatlonal form of art sometimes called informal or free-form; combmes the sprrlts of .
v . -Abstraction and Expressionism. Starting in Europe but reachmg a peak of development’ in the United -
-~ States, this style reflects the world of 20th.century science through its fluid, dynamrc forms just as the solid !
forms of Realism reflected the 19th century world. o, . ——
] .+ The artlst reacts'automatrcally to the medium, projecting a heightened emotional response to a pegsonal‘ )
) experrence or feeling. (Instrumental in the formation’ of the movement were Arshile Gorky and Mark
~ Tobey,) ) e . . Lo,
> . s - ) LY = : v 3
The movement may be discussed in three categories: A
2 v . i /(‘"’ T e
_ 1. Psychic improvisation or free-form abstraction in which the artist may project subconscious s
. . images automatically - . g e
. . 0 2 " . 5 ) ] ‘2 -
. — B * - H N
. ~ ' Major artists: ’ - - .
—_— . -~ _ : . o . ) - . ?
o Sam Francis : * 4. ., JacksonPollock .- P
’ = Philip Guston . _ .. _Clyfford Still A L
‘ ' " Seymour, Lipton ’ . ~7 " Jack Tworkov | e ’:’i:
" Isarhu Noguchi ) .~ = Peter Voulkos ) T e
/ 1 - S % Al
e A
oo, Abstracf and nonrepresentatronal but referrmgsto a conscious experience ¢ i } 5
- -7 e e - ¢ v N _,—__;_—:——
— . . —— -
~ Major artists: . . ¥ A A { .
Pt : : .5 . . : — -
C o - ’ - . 7 : : e .
o . i P Helen Frankenthaler b d _ Robert MotherWell . 3 e
LT Hans Hoffnan - . B + Theodore Roszak, « -~ 4 B .
. S : Franz Kline g /7 Yy David Smith & | AR
. '-'% — . ot I . .~ i 2
I Semi-abstraction based-on observation of-the-outer world e ’ 1 S
T ] D - ’ . i L
' f‘,, fo. Major artists: ) . ‘ - R ?
.o i , William Baziotes - “~.. .+ " Rubin Nakian o
~° " Adolph Gottlieb ~ . : Gabor Peterdi —
‘ - ) Willem de Kooning 3+ . . Theodoros Stamos v |
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og# F~ Post-Abstract Expressionism 1950’s-Present -
e r. . ' R 4 ’ * :
‘ _,’f?i " "A reaction dgainst the formless generalities of Abstract Expressionism, this movement was influenced by
7’"‘65? Expressionist but interestedin the natural world, sometjmes to the extent of incorporating natural objects |
b _+ . or graphic reprodictions in the composition. The assemblage reflects the combined influence of
© ., Expressionism and Dadaism. : ' ’
':n S . . i . \
;3{5". S l!dajor artists: _ "\ K
: “ .. ‘Reg Butler , - % ¢ - Marino Marini - )
R Lynn Chadwick = ‘ . Robert Rauschenberg
. ) Jasper Johns e e . .Larry Rivers . . ’ ®
-8 . * - i,
+ ., Assemblage 1950’s-1970’s - ' SR >
[} ’ - ) \ ) N - ..‘ .- ‘; . .
- Influenced by Surréalism and Dadaism, and derived from primitive African and E kimo artifacts, this style
" relies on the emotional potency of objects qr parts of objects reassembled in an artistic format. P
+ o.
.- Major artists: ., -~ . . )
Lee Bontecou . » Joseph Cornell
Bruce Conner . - Richard Stankiewicz o :
_*_ FORMAL ABSTRACTION 1930's-Preseni . ' . ,
_____ - | . . | gt
___Various phases of Purism, Constructivism and Cubism, explored inettt® 30’s, guide? this revolutioft againstu,..ni®
" Abstract Expressionism. : . i .
-, ) ,‘Th.é style emphasized an intaitional-or emotional reaction to the formal c&arac;er&fics of the art elements
without reference to a tecognizable environment. : ) { \
J. *‘m . ;4 , . h 3 . . -
Optlcfl ‘Painting (Op) 1960’s-1970’s . . P .
g N Coo . ‘ b L
X This mévgment took inspiration from the works of Mondrian, Albers, and the (jolor-fleld abstraction.
I S . 5 :
The @p style i$ concerned withptpe way the eye and mind respond to certain vispal phenomena to the
B £xelusion of?cgcial or emotional comment. : {4 .o
7 . . < £l v‘ . \ Y A R ’ ] °' J .
. i . M N
T Major artists: S O vt
- ) i i i .~ t v ' ! - . % 1 ) {
_Richard{Anuskiewicz ‘ Bridget Riley . : ?
| — Izarry Poans Julian,Stanczak RS 4
N R it , . . Y3
e © i H
« T ; "5y - . . |
s -1 ) - ’ . s
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> influenced by Oriental p'hilosophie’s, the pioneers of these styles sought to elim

Minimal Painting 1950’s-1970’s

.

-
N

“.sought to establish the painting as an object.

«

-

*t
-

.

" Major artists:
¥ ~ ‘¢
" Gene Davi
ene Davis -
£,
‘Sam Frangis’
Morris Louis

Barnett Newman

| . .

‘Geometric Abstraction 1950's-1970's  *

Paintin‘g

surfaces of brilliant, textureless paint.

7 :
"Major artists:

Ron Davis
Ellsworth Kelly
Frank Stella

Sciilpture

§

Influenced by the Constructionists and Purists

[}

:

L]

Kenneth Noland
. Jules Olitski '

Ad Reinhardt

Mark Rothko |

-

{

L

«

5 Some Mjnimalists reflect elements of the machine age, emphasizing the impéi
H

' <
N

$
i

{3

-~

DY

inate all the elements which -

create tension. Rothko, Newman, and Reinhardt begin the search for monumental statements with nothing
but‘pure color and a flat surface. The color-field painter, whose style may be termed painterly or hard edge,

T .

e

a
.

=

a

sonal and explicit with broad

’

3

, and culminatingin the 1960’s, this sculpture syle employed ‘
simplifted, reducti'vg forms {esulting in primary forins or bn‘ztalism. :

Extreme gnqnumentality led to environmental sculptures. A

" Major ?rti'éts:
: .

Alexander Caldér -
Anthony Caro ,
: Donald Judd -
Richard Lippold *
3

T i .
‘Kil}etic Art 1950's-1970’s
$ i

Related tio theories of Gabo, Moholy-N
aftéf-image, movement, time, progression, repetition, and dynamisnta

A

L]

o

s

5

+
3

§
|
|
3

agy,and Ducham

<

-

s

Robert Morris

Louise Nevelson
. .David Smith

Tony Smith

‘e

-

.

1
!
|
:

i
]
j
»
|
a
,}

4

’

-

~

1

<

} . . Lo 3 . A . . ) )
p, this art form reflects the scientific theories of,
s wellas phenomena of wind and air.

gravitatidn and weightlessness, night and ddy. (See text by F rank Popper for a complete developmental

outline.).Some sculptures are virtually moveéd by motors or air currents; other pieces,depend on the action
. Lt ° 3 LI .

-

L .
or, mOVegnents of the viewer.

Major artists: .

Yaacov Agam
Alendander Calder
Jesus-Raphael Soto -
George Rickey

-

N e

Jose de Rivera.
.Jean Tinguely

-

3

A
+

" Victor Vasarely
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THlf NEW REALISM (Pop “Art) 1960’s-19 0’

l"
T ot e ',,W’-..w

New Realism is an American revolution against abstractm;eﬂectrngima&:m@ced ‘media-psemoted

product-culture in an impersonal, unemotional acceptance of a worldly society. Real objects and

reproduced fofms and symbols are represented sometlmes incorported, often satirically,in an attempt to |

mtegrate mass culture W1th the “fine arts.” ~ -~ . »
o T : '
Major artists: *
-~ .

Jim Dine , - James Rosenquist .
* Robert Indiana b Wayne Thiehald -
. Richard Lindner \ ' Ernest Trova
Roy Lichtenstein . Andy Warhol ’ ’ - -
Escobar Marisol ' . ”é’l‘om Wesselman . g

.

Claes Oldenburg °

Sculptors who express ‘social commitment rather than JPop.skepticism are:

.

Frank Gallo
George Segal

ENVIRONMENTAL ART |925-l970’s '

This.art form was concened by Kurt Schwrttgrs szth his series of Merz constructlons, the Environment

projected his thoughts and feelings on a large scale. Generally used are large s‘ructures or rooms thatcan be

walked into. the appearance of whlchtan be mampulated by the viewer, by his, her actions or presence
AT 4

"o o Bacto o . - e am ' L JEN 9 s 4 "
A - L] .

‘,Major artists: . - . . ’ !

’ H Kl . -

. “ oo
Stanley. Landsmag} X
Edward Kienholz -~ S .
Rockne Krebs’ - ..

.- ’ : - l " ‘

TEK ART 1960 3 ]

Artist and engineer have collaborated "to achieve a revolutlonar) art proce'Ss A group called

Experimentation in Art and Tech ology (EAT@rgémzed and arrdnged workmg relationship$ between

artlst and engineers. Their works deal mth(gght toevision, and electronics and sheuld be viewed in terms of
“» _/-—/ . .

. s
) . »

process rather than content. . * ¢ . <. '
Y oo ' i 3 ' 1 1 R i 3
- i . .
] Major artists: j , I . e / ;
s . o 4 . , . , s+,
Les Levine . J X , .
> Nam June Paik | - .o s o
Robért Rapschenberg * : T R s
QT Rap g . l l ., L. y sk
o : M : O) .
Holography is a system of-produc’mg three-dlmenslonal images through the ‘use of laser rays.: .
y - . N }') 3 H
. 2
Major artist: Billy Apple . ,{\‘,! . K .
- < ,en , F . , )
I, ¢ .
o (| o LN
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§' . °® y
- . v
.- DOCUMENTA . ) ‘ - . o
. These are art statements that must be documented by photographs, drawings, or statements in order to be’
_ refated or preserved due to their temporary or imaginaryTature. . y° .
Cohceptual,_Art \ . e ' . A

“This is a nonobject art form that often exists only in,the mind as an idea. WorKs are usually so large in scale
that they are temporary, submitting to nature. Some works are offered as a source of information rather
- * ¢ -~

than a phenomena.
. ° .

* Major artists: : -t ‘ .
Christo = [~ : - . |
' Dennis Oppenhieim ' : P
Richard Serra , .
-, ) R
Happenings , = .

- v -

This form is a spbntaneous, involved extension of an drr or collage environment sensitivity, including
- factors of sound, time duration, gestures, sensations, and odors. When staged. the “happening” requires the .

spectator to produce his/ her own plot. one that is meaningful to him/ her.

® Major artists:. . ﬁ N
‘ Jitn Dine . " S -, .
" -Allan Kaprow L . ’ :
. .o~ < . » - . . . 1e - - 6 - L
‘Robert Whitman = -~ - . . -
. . ‘ - o ' . , - o .,@
Disposables 1960’s-Present, - - o -

Reacfiont to the buijt-in obsolestence of commercial products, these forms are mass-produced for low unit.
cost’arid wide distribution. Earthworks may be included in this category. o .

' B}
] '

R .
N ‘ . . . - -’_ »
*  Major artist: Les Levine - : o . :
) - . . : . L : 2
— . ¥ : 4 v 3
\ : ] i 3 d H 5 ;
. ’ Py >
i | . ' < b :ﬂ - 4
N - ) . !
7 01 2 . i
. 4 b H J B} . 1 - i -
N . N - * !
A } ® ~ 3 -
N 3 H h N 3 v
o ’ > ¥ ; Iy " 3 . -
: . . ) . t ~
s . ‘e C ' ‘ : =
o e < - N i ? S
o . v * ,\"
. ¥ B . » i i
, - \ by H
- . s '
* , . - [ : .
! N & . ¥ o
¥ i , i i :
. . - »
] . - b g rd , .
. » 1 -~ - 3 - 3 o f ' i -’
e - ¥ -
rd F] 3 )
} - R LY
4 N . - .
¥ , e * ~ . N P, . P »
4 - . [N
.- - R *r Al i
\ : 62 ' ;o
S > , ‘ i) - )
$ : v fi = !
Q ;
s* . )

7 »
. . v « .
- . < . \ , .
. ~ . .
. bl - it
H 3 - -

« : ¢ cee -
. - . P Eaetl ‘ N ’
. s )

”




: - - APPENDIXC . . :

MOVEMENTS AND STYLES IN 20TH CENTURY ARCHITECTURE .
The 20th century introduced a generation of glants who created a new style of archltecture entirely
" indeperfdent of the past. Architects were stimulated by the increasingly rapid invention of new building
materials and the development of engmeermg techniques that allowed for their incorporation into

. architectural design. *

. The rising cost of land in the later pdl’t of the 19th century city made commercial buildings ofmore thansix,
storie$"desirable, and the passenger elevator made them practicable. Louis Sullivan was most promment
among American architects 3f the day who struggled to give unity to these elevations that had no historical -

. precedent. Prior to this era, the archrtect and architectural historian were one, As a historian, the architect .

would visit buildings of the past, draw, measure, describe and date them, and then produce imitations of
what he had seen.

. . - *
» ) . Y. .
-

. * . # v . 4
The major movements.and styles in 20th century architecture are:

: S

S . Eclecticism - ' i American Styles 1915-1920
' Orientalism -~ Py, ) . A
Art Nouveau - o . Spanish Colonial Revival.. -
Craftsman Style , SR . _ Pucblo Style. 7
Structuralismi - . - R .
Post-Art Nouveau 4 . Expressionism < F
American Styles l890 1920 International Style (Bauhaus) , L
, .- Miesian
Prairie Style N . ’ * New Formalism > " E ..
) ) Western Stiek Style - | . : -+ Neo- Expresslomsm . '
. . Mission Style v, el r Brutallsm . ,
) Bungaloid e - Geodesic 1940 ) ’
- : o ' o, ! - -
Modern ., :

Functionalism

»
~

. )
.. ECLECTICISM l880's-l9}0's_

-

1 mcrcasmgly proto -Art Nouveau embelllshment

. 3 3 3 . ' - .

’ . Majkr architects:  N\; : . y 5. ’
. , .- N T , . .

: ' \ Arthur H' Mack o “3- No. 25 Cadogan Gardens; London . - Tl
L E. A. Rickards- — We&tmlnster Central Hall, London . - ‘
’ - George Walton — Kodak (shops), Strahd and Brussels el ’ :
6 e | . /‘ - l"he Leys Elstree o -‘ ’ ‘ 5 : . : .
S U .QRlENTAL‘lSM, . g ':-_..“ C . B ; o .

Progressive architects fourdd new sourtes of inspiration in the decorative arts of the Orient, in the arts of -
. primitive peoples, in European peasant crafts, and in Art \louveau

l . ¥
. . .
% . L4
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ART NOUVEAU 1890%-19205s . . oL s i .
. The fjrst phase since the Racoco in the creatlon of completely new forms represented a break from imitative .
architecture. The free-flowing, natural lines that characterize columns arches, and cornices are derlved ¢«
from Turkish and Moorish” seurces, The movement was a minor one in America. ' - S
. 3 3 : . i | ’ ‘ i"’ "
- Major architects: “ . : .
o ' ‘ 3. o _—
Giuseppe Brega — ¥ia Republica, Pesaro, Jtaly =~ =~ o ow -
_Antoni Gaudi’ — Casa Batlld=Barcelona, Sagrada Familia ° i T ~ "
‘Charles Rennie Mackintosh — Glasgow School, of Art, Hill House, Helensburgh Scotland 4
Louis Comfort Tiffany — Produced architectural stained glass. < ome
. . " “Laurelton Hall, Long Island 2 . -
o Yoo Cs F. Annesley Voysey - Th; Orchard Chorley Wood England . .
CRAFTSMAN STYLE 1880’s-1940°s . . . e T S A
R ‘ ‘.
A reaction to machine product|on this style was concerned with considerations of plan use of materials,
— and structural methods with emphasls upon comfort'practlcallty, and honesty. It was characterized by a
- lack of ornament, exposeq interior framing, and beams in shingled houses. The influence came from the
- aesthetic ph|losoph1es of William Morris, 19th century furnitufe and 1nter|or deSIgner and Charles
] Eastlake, author of Hzms ort Household Taste —1868. : L. , :
J ngor archltects U . \ oL .
N 9.7 a i i e \ .
. Henry Hobson Richardsqn — R. T. Paine House, Waltham, Mass: l ’

* William Pyrcell and George Elmslie — Bradley residence,, Woods Hole, Mass. L s
Gustav Stlckley “Mlsslon furniture, author of Craﬁsman Homes — 1909 :

Ly PN
Y

>

" B

STRUCTU ALISM 1890s|2~20’ W e S -

[ . . L - . .‘

s . "
g -~ The Co merclal Style. of tfte late lSOO’s mfluenced thts movément mAmerrca giving logical ar‘chltc;,ctural

form to the évolvmg mdustrlal technology. They explored thé use of steel columns and non- -loadbearing
curtam,)3 walls. Beaux Arts-inspired ornament was, naturallsttc but more formallzed than Art Nouvehu and

was often cast |n iron, . 5 - o

LA B r .,‘;' L ", ios . : '
NP Maj@r arch1t3ects’ S e L ~ R
.- ‘ ¢ a B @ .
_Dankmar ’i‘\dler — Prudentlal Bunldmg, Buffalo - _’ . b e s
A . George Grant Elmslie . - ) Lo 8 .
1 . Auguste Perret — Thea'frc des. Cftamps Elysees,, Parls (First tc§tally ‘reinforced concrete fran‘lcl '
S Lcjms Hen’ry Suthan — Wamwrlght Bulldlng St. Lotlls LT ’
. . . R 3o . ’ . _] . af
3 ) R 4 s # e el ‘,.‘_,‘ . ;:} . ’
: POST-ART NOUVEAU \ i x‘ Ty R -.‘,. N ‘
o ‘m * c " e ‘ ';:
This was a smtple yet elegant style mc‘or:poratlng ﬂat rlght-angled surfaces somctlmes accented with a
& s1mple decorat,jve\ trim. It stressed the unity of agchxtecture ‘tiecor and furnishings. Refined Nouveau
interjors were deslgnpd by Gustav Klirft. | .o . - ,
[ . . ‘ : . o .
* Major a'rchnfect Josef Hoffman — Palals Stoclet Brussels T
) ! - : l)
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"~ AMERICAN STYLES 1890-190 y :
- -Prairie Style o - _ )

Mostly two story with single story wings and an emphasis on the horizontal (low roofs and ribbon
<0 windows), this style relates dnrectly to the flat beauty of the prame An orgamc style that was mfluenced by

. Japanese, archltecture

P . .
. >

£ . -

. ~ Mgjor archrtectS' ' T . .
A Barry Byrne.— Clarke House, Falrﬁgld lowa ° - .
- -Marion Mahaony — Mueller Houses, Decatur, Illinois” - '
Frank Lloyd Wright — erlrts House, Highland Park Illinois; Robie' House Chicago .

] Western Strck Style ‘ 1\ . - P
v - : . ;o , N ’
- l, o .

~ Wood- framed and often sihmgle-covered these horizontal designs are broken wnth exposed framing and
supports Influenced by the Swiss chalet and the Japanese style e ~“4- . .

1
- C-

J Ma_|or architects: g " ‘°’:ﬂ
5y . Charles Sumner and Henry Mather Greene — Blacker House an’d Gamble 'House Pasadena,
i California ) ~ . 4 A .
& } ‘ : ! K ~
A - .. h F I .
1 » Mission Style” . R 1 o f '
{ ‘ ; BN
§ Characterized by its arches and tiled roofs, this Califorpia _gounterpart of the Georgran Revival i in the >
: i eastern states is a forerunner of the Spanish Colonial Revrval Walls are nearly always smoothly plastered
? .. Ma_|or archrtect A: Page Brown — Columbian Exposlltlon Burldmg, @hlcago \ y
Y ¥ .
. Bungaloxd 1900-192 * 00 3 e :
: j ’ ! A i e
LA Thrs was a small, sipgle- siory house with dormers. The térm was derrvedjrom a corruption of the Hindu™
4o bangla meaning belongeg to Bengal and used by the Brgtnsh in India to s;gnnfy a low house wnth vefanda
i ©d z ;o :
g L Ma_|or architects::Greene Brothers —*Bandini Bungagow, Pasadena : ¢
2 MODERN 1920's- l930’sl - o U
} . i - .
,;. ' ‘ ln this ornamental style, Eredor’gmantly rectrlrnear with gometrrc ;:urves and motifs, flutlng and reedmg.
: _ chevronsand zigzags are used.- Verticality and setback,s afe universal features of skyscrapers of this period.
_TTS style wasﬁplred l)ys the Exposmon des Arts Dec%ratrfs held in Parns in 1925.
SN -Major arch1tectS‘ X }, _ ) \ . T 3
PR
;. ' ~ - |
N Charle§ Holden — 35 Broadway, London : j
. ** Raymond Hood -—4Apartment House, 84th Street% New York * P 0
' Ely~Kahn — Casion Butldrng, New York ; : i -~ >
3 Eliel Saarinen — Railroad Statfon, Helsinki P ; e
o . Trost and Trost ——iLuhrs Tower, Phoentx,,Arrzonat‘ w
4 4 . . ‘l “ % : i i"
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FUNCTI®NALISM 1900-1920's

Inspired by Cubism, Functiorralism was developed through the aesthetic interaction of planes. A princjple
. applied to furnishings as weH, this movement Was. known as De Stijl in Holland and expressed by the

Thrs style is characterized by a complete absence of ornament and by fonms in "which effet ts of mass and
weight are tinimized for the sake of an effect of pure volume Flat roofs and"flush windows thaf turn
corners are achleved through skeleton constr__uctlon of steel or remf/orced concrete and cantllever

/ Major architects: - i S .
3 . .
rd v F - .
/\/ Alvar Aalto — Sunila Sulphate — cellulose plant Kotka, Finland -
" Marcel Breuer — Cooperativé‘Dormitory, Vassar Co,llege e - /. .

Le Corbusier — Unite”. d’Habitation, Marseilles, Francg
Walter Grop\:’r’"ﬁauhaus Dessau, Germany - ;
. Harvard Graduate Center, Cambridge, Mass. .
. Raymond Hood — McGraw Hill Building, New York ot
Pier Luigi Nervi — Palazzo delle Espesizoni, Turin, Italy
“Richagd Neutra — Lovell “Health” House, Los Angeles
. - Gio, Ponn — Pirelli Building; Mllan, Italy | . -
" Mies van der Rohe — M. L King | lerary, Washmgton D.C. {50
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Bauhaus in G'erma;ly . v . s : N o
S %
'Major architects: . g - ’ ’ .
) J.W.E. Buys — De Volharding, The Hague’ ’ - ' NN MR
- Tony Garnier — Cite Industrielle, Lyon (ﬁrst clty d(esign based on the needs of a town)~7 - 4
o ) Adolf Loos — Steiner House, Vienna » . ’ ’ “
) . Jacobus Oud = The Shell Building, The Hague - ° )
Gerrit Rietveld — (Utrecht villa known for furnjshings) ' .
AMERICAN STYLES 1915<1920’s - . : ’
. . ‘ [ 4 '] e
. . 1 L ' . 3 * le
Spanish Colonial Revival ) S ./
Low- -pitched, red tiled roofs; parapets arches, and plastered walls are characterlstlc of this Sprmlsh '
inspired style. .- ) 3
y R , ;
Pucblo Style . . o N : -
s . i
This massive-looking, archless style features a prOJectmg roof beam orv iga. Plastered walls with u btcppgd-
up roofline imitated lndlan community houses. . - .
\ 3
EXPRESSIONISM 910-1925 3, _ N,
- \_-n—y, N :
A mainly German movement and a reaction to World War I, the style y was a mixture of sharpl) -curyed
forms and )aggedl) -cut brickwork. It introduced the motlfofstreamlmmg which later influenced \mcn%an
industrial design. , . \\ }
Major architects: o - T ‘ AN
" . ‘ ) { . \,
- T ‘Fritz Hoeger — Childhaus; Hamburg w . \ :
| N Erich Mendelsohn — Einsteinturm, Pojtsdam Malmomdes Hosprtal SapFrancisco’
’ e e Hans Poelzig — Grosses Schausplelhaus Berlin - - 3
- ; . < 1
T N i - ¢ 3
N lNTERNATlONAL STYI’.E l920—l950 I . | * ‘o
: . i 'S :
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MIESIAN 1940-1970°

o

— a

'Regular and precise rectangular forms patterned by pmedules outlined in steel are surfaced with glass. Fins
nd exposed beams establish a strong symmetry. This 'style, identified with Mies van der Rohe, is an

a
0

utgrowth of the International Style and is widely Copied and lmltated.

-

Nl%Jor archltects: , -

e
N,

Jacqueano\son — home Geneva, lllmons Y .
- Gordon Bunshaft — Lever-House, New York‘J
ut

" * Philip Johnson — home, Ngw Canaan, Conn

T ? - Mies-van der Rohe — Seagram Building, New York

«

ket
Al

ke _)l’lg FORMALISM 1950-1970's

~

I

C.F. Murphy Assoclat\én — Continental Insurance Bulldmg
.M. Pei — Mile-High Center, Denver -, ,

Lake'Shore Apartments, Chicago
Eero Saarinen — G.M. Technical Center, Mlchlgan ,
Skldmore megéand Merrill — Inland SZI&{\Chlcago s
-

I
- ] % .

[y

4

Q

This uses t)plcall) self-contained. free standing blogks of smooth sm‘faces often ornaménted vuth;.creens

or grills; and suppotted on fully, modeTed columns .

' ~Mmitects . .

-

g * Eero Saarmen — Kennedy Alrpoi't New York

BRUTALlSM_l9Sle-l970‘s ' /~ L ; .

*

A ehpm s RS

.3 ——

~Philip Johnson *— Dumbarton Oaks Museum Washmgton.
Edward Durell Stone — Kennedy Center, Washington,
*Minoru’ Yamasakl Wdyne State Umversny,,Detron

ot

> NEO-EXPRESSIONISM l950’s~l970’

ki +

Sweepmg curves and concave. contex. or faceted surfaces prov rde
bulldmgs unity. A dynamlc/‘st)le that employs arches and vaults ¢
- %

Major archltects.
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! ® .3 Dulles Airport, VLrgmla -
Q’ . lngdlls Hockey Rink; Yale University.
P'lOlO Sol,en — Soleri Studio, Scottsdale, Arlzona
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€ contmuntﬁ of form that gives these®
o%tam a sculptural effect .

-

Mamly l‘ough surfaced concrete walls with holes for window$ and lbng or tall openings form a flesh and )

bones archnecture Named after Peter Smlthson s nickname Brutiss.

o . ¢

»
‘o . o -

,;;Major architects! . .

& Alison and, Peter Smithson — Public School, Hunstamon §0rfolk
1
i

4. ' . T e H A - ,; g)oa'
T'ISSO. Katselos — home, Plttsburgh Pennsylvania * ¢ T
__—Paurl Rudolph‘- Art and Atrchitecture Building, Yale Umv snty
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- GEODESIC 1940-Prcent o

Sphere shaped steel and glass structures using the tetrahedron to cﬁte huge interior spaces. This structural
form is envisioned as a means of controlling envnwnments ‘over large segments of land.

[ i % .
Major. archntect: s, L. N
- Buckminster Fuller — Expo ‘67, Montreal. ' a
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